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nIT ROD DC TION
Life
Guido d'Arezzo's birth is surrolmded by some faint mystery for there
is much discrepancy concerning his birth date, but it is generally ac-
cepted as approximately 995 A.D. He was bonl in Arezzo, a small Italian
t01"11; and he first entered a Benedictine monastery of Pomposa. He
taught singing he re, invented many new methods of inst rue ti on, and was so
successful that he "Was envied by all his contemporaries.
So he left Pomposa, where he remained until about 1034 when Pope
Johannes XIX called him to home. He tr-aveled into France, perhaps even
England. He seems to have spent some time at the French monastery at
8t. l'Jaur, which had begun to display great mus ical interest, sinc e the
Cl"l.h'1iac reforms. It may have been here at St. iJaur tha t Guido ',vas in
contact with Odo, a monk of Cluny, who had been choir master there.
Guido returned to Italy to his native town of Arezzo, rather than
to Pomposa. He was in charge of the choir school here. It was during
this period that Theobaldus, his Bishop, commissioned him to write the
7,:ic rologus. He was invi ted twic e to Rome by the Pope himsel f to explain
and teach his sJrstem, and he achieved great fame through those pilgrim-
ages to the Papal court. His forme r Bishop of Pomposa urged his raturn,
but Guido went i~1.Stead to the monastery at Avellana. Ultimately, how-
ever, he seems to have been led back to Ponposa, YJhere he died about 1050.
There is little i:nformation regarding this Illln's education, work,
2enviromnent; his only record appears to have been that of his work. He
was lmown by many wri ters of the 15th and 16th centuries as the "Fathe r
of I:lusic," and there is a statue in Arezzo erected to him with that
title.
Importance and Influence
The value of Guido's WOI'L and teaching has been the object of much
discussion during the centuries. At one extr~n8 there were those
vrri ters who titled him "The Father of Modern 'vrusic ," -- he was credited
with ever;r discovery that occurred in his century if the exact date was
unlmavrn, or eve.1 doubtful.
Then there were those writers who spoke of Guido as IIhe, to whom
1
much has been attributed, but who was rather behind than before his age. tt
His true position is ~mdoubtedly at some point be~Jeen these extran_e
views, for he did make rmny defini te contributions, though IX) rhaps not
all those credited to him by over-enthusiastic writers.
First, the contributi ons vii thin the },lie rologus it self are of in-
terest. It is withi,n its pages that the state of music in the 11th
century is made clear. One reads that the new free diaphony is pre-
ferred to the older strict fonus; his examples in Chapter XIX are indic-
ative of this. He was the closing of the period of the old diaphony, for
after him the new system, based on contrary motion, apfSared. Guido in
Chapter XVIII sheJlNs himself opposed to contrary motion.
IVlilliam Chappell, History of'1iusio (London: Chappell and Company,
1874), p. 21.
......
3
The rules that he gives for diaphony are too obscure to be easily
understood; the reader is apt to conclude that his rules are illogical
and without reason. This is, to a limited extent, true, for his rules
are those of a practical teacher, not of a musical theorist. Eis proofs
are based on custom and usage, rather th8J1 tested theories. :l"or ex-
ample, the d mphony which he sets fo rt..l--t as a successor to the old organ-
urn can scarcely be said to be a great improv~nent, ~For G, finding suc-
cessive fifths too harsh, substituted fourths as more agreeable, an
1
al teration that can be ans:idercd hut a very moderate improvement."
His complete exp1 anati on ai' the method of obtaining notes upon the
monochord is interesting; the system of uniting the tones in hexachords,
the relationship of the four keys, -- all these discussed in the Eicrol-
ogus are important for their contribution to the conception of music at
that period.
The greatest c ontribution found wi thin the book, hrnvever, is probably
his discussion of the third. liThe ending from a third to a unison by
contrary motion is nev, and of great importance fo r the future •••• there
is an illustration of organum in "ilich the third is t.~e im.portant
2
interval. n
Other contributions of Guido are, (1) the. results of his hexachordal
systan. It definitely pointed to the :rrajor scale; because of the emphasis
which was placed upon the internal intervll structure. For example,
1
Emil Naumarm, History of l<;fus ie, (London: Cassall Comr£l.ny, 1874,
Special Edition), p. 209.
2Thomas fl!. Finney, A History of I'ius ic, (New York: furcourt Brace
and Company, 1935), p. 63.·
4the half tone al'Nays fell bet\oreen mi and fa. Then the relationship of
the "finals" led directly to our scale; for these finals were essential-
, . ly the I, IV, and V of our major scale. (Note the charts on pages 25
and 29). Thus his system of mutation, that is, ill~ moving from one hexa-
chord to the next, points t01frard the modem scale, capable of transpos-
ition. His work in solmization is of great value; he adopted names for
the notes of the hexachord, so establishing a standard simplified system.
He took the names of his notes from the first syllables of an anci ent
Sapphic hyrru1, because the initial notes for these lines happened to
fonn the scale:
ut queant laxis resonare fibris
- -mira gastorum ~muli tuorum
solve polluti ~bii reatuIn
It is also possible that Guido knew the Arabic names of the notes, and
only used this hymn as a rnnemonic de~.ce. The Arabic notes: min, fa,
sod, lam, sin, dol, reo
In addition to all these, "Guido is credited with the invention of
the Guidonian Ifund, a figure representing the tones of the g'amut on the
left hand, used in teaching solmization. Each note of the scale was
. d t " t f th h d t ,. h th .. , . , d ttlass1.gne '0 a Jo1.n 0 e an, 0 w11.1.c. e s lng1.ng rrns-cer p01.n-ce •
Finally, Guido invented the four-line staff, that is, he populariz-
ed the use of this staff'. Lines had been in use before his day, 'but they
never could indicate the exact interval, until the advent of the four
lines.
1
Paul. E. Lang, Tu.sic in Western
Norton Company, 1941).
~ivilization, (New York: v~·· T~_~.
5The work of this man surely does merit some study in the perusal
of muS ic history for he occupied a place of importanc e in his time, a.nd
he contributed much knowledge to the fund of musical infornation fol-
lowing him.
Style of Guido
The usual difficulties cormaon to all translation were encountered in
this attempt; even more acutely because of the double tro.nslation, that
is , from the original Latin to the German, then from theGerrran into
English.
The sentences are long and unvvieldy, composed of many dependent
'1'cla.uses and phrases. he author has taken the liberty of shortening
many of these, breaking some into independent clauses, and omitting
words which seemed unnecessary.
The style is verbose and flowe!"'! at times; yet very vaf..~e and ob-
scure. His explanations of variou.s phenomena of diaphony. definition
of terms, his reasons for musical rules, are inadequate and, in some
cases, inaccurate. These passages have been indicated by footnotes.
Editions
The first availabla edition of Guido's l\aCrololtUS armeared in the
'--' .L J,,;
"Scriptores" of Gerbert, and of Coussemaker. This was reedited in
Amelli, LIilan, 1880. This translation by l.:ichael Hermesdorff, was pub-
lished at Trier in 1876.
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INTRODUC TI ON
In the story of music, the name of Guido d lArezzo has attained such
fame that it must be of great interest to eve~J musician to knmv his
vrritinf:;s better. The 'tBpistola Guidonia l;ichaeli monacho de ignoto cD.ntu
directa," is of ra rticuJa l' interest, for it sheds the nnst light on
Guido IS personality and his life from a musical ste.ndpoint. This ccicro-
logus of Guido's is his most important writing, for from it are derived
the trD.cts: l1l\lusicae Guidonis regulae rhythmicae in antiphonD.rii sui
prolog;wTl prolatae H and "Aliae Guidovis regulae de ignoto cantu identidem
in antiphonaJii sui prologwn prolD.tae. lI These are the contents of the
'Cic rologus, only in 8nother form. Of the treatises IITracta tus Guiclonis,
correctorius multonum e 1'1'0 rum, qui fuint in cantu gregoriano in multis
locis" and ItDuormodo de arithmetica procedit musica ll (the latter was not
necessarily oriGinated by Guido) the first is frequently seen, with ad-
ditions added at a later time. Put to us, the l'"icrologus is of greater
interest, for Guido hi.rnself, at the conclusion of the abo ve ci ted epistle,
refers his students to the study of it, as a complete handbook of the
theory of music. And we also have, in this same volurr.e an authentic view
of the position of tonal a rt in the eleventh ceniu ry preserved by a rrilll
who is regarded by his contemporaries as the most important jud ge and
patron of mus ical art, and as such he WD.S so hono red D.nd fe.med that he
was pursued and envied on all sides. We he.ve laid the foundation of our
translation of the text on Abbot Gerbert, in his work "scriptores ecclesia-
stici de musica sacra potissimum, II from the manuscri pts of the library
2of his monastery, St. Ble.sien, combined vri th two manus cripts of St. Eme r-
am \':1. th one of Admont and wi th fragments of' Ottenbeuren and Cassini, made
public for the first time. 'Through the gpodness of our very honorable
and beloved friend, the Dr. R. Schlecht of Zichstadt, we are enabled
however to add this text of' Gerbert, a different readine from Codex
Latin 9921 (Ottenbur) Codex 14,633 of the Uunich HCit;y and State lib-
rary" and Codex 14,965 a and b vrhich have assisted sUbstan.tially in the
clearing up of the rre.nuscript, for which we feel obligated to give our
deepest thanks to the gentleman.
the author,
jiE. Eennesdorff
SHJii.T F.MIDBOOZ OF GUIDO OVr-:;R THl:; RUli'!.:S OF' i,[USICi,L A;i.T
G ymnasio musas placuit revocare solutas,
U t pateant parvis, habitae vix hactenus altis.
I nvidiae telum perimat dilectio caecura:
D ira quidem pesti.s tulit onmia conunoda terris
o rdine me scripsi primo qui carmina finxi.
1
Document
2
Guido's, of the monks and musiciffilS, to Theobaldus, his bishop, on
the rules of musical a ri.
In intense fear of God to the very famous and very beloilBd father e.nd
host, lIerr Theobaldus, the most worthy of priests e.nd bishop, from Guido,
the most unimportant of his monks, his servant and his son.
':,bile I should prefer to live a sinple and secluded life, your
lionor requests my humbl e self to unite in the study of the word of God.
1In the custom of the.t time the author has begun, 'with an E:.cY'ostic,
which subtly intirrates the principal aims of his musical life and work.
Since Hucbald and earlier, men h""d been striving to find a tonal writing
through which melodies could state their material indubitably. ;'ith
this noble intention Jllen had tri, ed to solve this problem through various
attempts but Guido fi rally has succeeded. He freed music, that is --
songs were never represented so correctly before in vfriting', so that the~>,
could be clearly grasped by the boy choristers. }'orDerly even very de-
vout, careful singers after years of traditional use could scarcely hold
fast these songs in thei l' memory. The 13.1..1 thor realiz ed the envy and the
persecuti on thE. this fi nd ings would el iei t; he so ugh t to a va id them and
so the results of his findings became the common good of 9.11.
2'1'
. heobaldus, bishop of Arezzo from 1014 tmtil 1037. According to
Barom.us, (Ad ann 1 [)22 n 22) Guido probably wrote the Micrologus in his
34th year under Pope Julliaml the 20th (19th) 'lfho according toflenedict
the 8th, SEct on the Papal seat from 1024 to 1038. nJoaness X:Z:: Gubel'nante
Ecclasian Eicrolig;um Suum Edi dit Guido. anno Trigesimo l~ua rto Aetatis, n
4Not that your Holiness is wanting for any gifted men, who [;row strong by
the exercise of every virtue, who are abundantly blessed 'wi i:h the treas-
ures of all wi sdom, who tOEether with you instruct the trusting:; people
and who pursue Holy meditation indefatigably. The spiritual weakness
of my limited person you have treated with kindness and have defended
vri th fatherlike protection. I pledge steadfast devotion so that if I,
through the holy God, should be of some use, God vnll reckon it as from
your most devoted servant. 1"Then you headed the highest of the church
councils, your Honor made a grant that a vrork on the musical art be
written, 'wh ic hI, if' God vii 11s, will w.ke pub1 ie so that to you, as God! s
representati ve, and to the church 0 f NIatyr's Donatus, the servant of this
same church, in admiration and in respect, lays down these rules for the
clergy of the world. Indeed already those worthy of admiration and im-
itation have agreed to this -- that -the boys of your church surpass in
the preparation of sonES tbe most capable exceptin£.: none. The holiness
of your position and of your servants 'will be increased throu£.:h it;
great and distinguished splendor of knowledge has sprung from the church,
directly through you. Because I neither would be, nor could be, 0PIJOsed
to so great a task, I dedicate to you, wi th THost loving fatherlike affec-
tion, these nIles of musical art, lAthich I hav8 explained as clearly and
sometime in that year (l024-25~ certainly upon the cOffirHand of the Bishop
of Arezzo, Guido, prepared by a long period of musical instnlction, must
have taught his new method, for the church of Arezzo had been widely men,
tioned. It had achieved such great fMle tl~t the songs of the boys were
executed more surely and more exquisitely' than all the other praised
singers of this art.
5as briefly as possible, in relation to religion, yet without follovd
ng
the analogy completely, either in the whole, or the details. For my
principal aim was, besides to be of use to the church, to be an aid
to
our li ttle choir boys. This knowledge was unti 1 now, hidden and unk
nown,
because a previous explamtion ha.d never been ma.de avails.ble to the
church
at large. So with this motive I have undertaken this work, from whic
h
view and wi th wha t end I wi 11 ex-ala in he re in a few short words.
FOREVVORD
Natural inclination, as well as the example of good men, has led me
to a particular love for this popular activity; so I begin another favor-
ite occupation, to instruct boys in music. The C~dly Holiness came to
me fo r assistance, so that anyone, with the us e of the monochord and wi th
oareful instruction in the use of our notes, might, at the end of one
month, be in a position to sing songs neither seen nor heard before, on
the first glance, with such assurance, tbat he would be an object of
1
higtlest admiration. The rest I do not include; a person who is not in
the position to do this, should not dare be lcnm~n as a musician or
2
singer. For that reason I have been deeply sorry to see that our
I1'his is in contrast to the circumstances of that time, when the
singers with the help of the teachers appropriated singing by imitation
repeating the traditional songs and, as Guido himself says in the follow-
ing, -- in spite of 100s of years of studying no accuracy could be achiev-
ed in singing. The new method of Guido, with its considerable following,
must have surely called forth the greatest astonishment. The fame of
Guido, and also soon that of his art, spread, so that Pope JohannusXX
himself through three ~,bassadors, bid him come to him and let him ex-
plain his method, and did not rest until he himself had learned a verse,
which he had not before heard sung, -- as Guido himself in his letter to
the monk Michael -- "de ignoto cantu --" has recorded.
2Guido did not hold back his opinion of the music and the singers
of his time, and he appears to have made, through envy of his fame, many
personal enemies of whom he has complained many times in the epistle.
His writing, "Aliae Guidonis regule de ignoto cantu, II bee,i.ns with the fol-
lowing sentence: "Singers are, in our day, the silliest of all men. In
every art there are a few to whose understanding we Tray appeal, but tor
the greatest part there are more who must learn with the aid of teachers.
imen the boys ha ve read through the Pealtery then they cou ld read all
other books. People of the country- learn very soon the knowledge of land
management. For we evaluate a vineyard, we plant a tree, we know hov, to
7singers when they have persevered for a hundred years in the study of
nevertheless are not in the pos i ti on to bring out 0 fit thesongs,
smallest bit of antiphony -- always learning, as the apostle says, with-
out ever attaining to the fullest mastery of their art. Now inspired
by this desire, -- to convert our favorite useful occupation to the
general good I have, from the m.any musical subjects which I have collec-
ted together at various times, with the aid of God, put toget~er those
that 1 held most worth knowing for singers, in the shortest possible
manner. That which in music is of little significance for the art of
singing, or which would not be easily understood, I have not held wort.hy
of ment.ion. At. t.his I feel no regret..
end of foreword
pack a donkey; what. would apply in one case applies in all other cases."
"But. particularly our singers and singing t.eache rs, if t.hey were t.o
sing daily for a hundred years could not. sing without. a t.eacher a single
ant.iphony, while t.hey waste such time wi t.h their singing that. t.hey could
learn complet.ely all "WOrldly and spiritual knowledge. 1I His "regulae
rhythmicae," Guido int.roduc es wit.h the follm'ling:
Musico~ et. cant.orum magna est dist.ant.ia,
1st.i dicunt., illi siunt., quae componit Musica;
Nam qui facit., quod non sapit. diffinitur bestia.
Caet.erum t.onant.is vocis si laudent. acumina,
Superabit philomelam vel vocalis asina.
That. is, "between musician and singer is a great. contrast.. Each one under-
stands t.he posit.ion music is in. But he wh 0 does that. which lB does not.
understand is as a..'1. animal. When one praises the high bellowing of a
thundering voice a.s beautiful, t.hen one has the right. to bear out. the
praise of a crying ass over a nightingale." The manner of expression is
orude, but. essent.ially the comparat.ive jud@nent has a cert.ain applicat.ion
in our t.ime.
CHAPTER I
CONCERNING THE NECESSARY STEPS 'I'O IJJSICiI.J., ART
He who desires our musical information must learn first of all a
reasonable number of songs, which are written with our notes; second,
he must discipline his hand in the use of the monochord. He must go
often through the rules herein stated, until he has comprehended the nat-
ure of the tones fully, and is in a position to sing with pleasing: exec-
ution the less-knovm as well as the more f~uiliar songs. As the first
fundamental of this art, we should note the tone s upon the monocho rd,
as we see that the art has been limited to the imitation of nature.
CHAPTER II
CONCERNING TEE SPECIES OF' NOTES AND THEIR NUIVlBER
The notes on the monochord are the following;: At the bottom has
I
been set the Greek: G (garnma) which has been added by the new method.
It is followed by the seven letters of the alphabet. vmich are indicated
with the large letters in the following manner: A. B. C. D. E. F. G.
After this the same seven tones are repeated in a higper range. whi.ch
will be indicated with the small letters. But in the successions is set
between a and -If another b which is formed round. while we have made
the other square; so; a. t1 .1f. , c. d. e. f. g. These seven letters
nay be joined. but 'Vii th different symbols. yet still with the Tetrachord
in command, in Which the b will again come in its twofold position:
IThus the r was not. as one might maintain. added by Guido himself
or by the reputation of his s~~tem; but was prepared before his time. Be-
sides Guido could not ha va done without the tone r. for both of his
methods in Chapter III for the division of the monochord can.l'J.ot be accom-
plished wi ihout the tone r. He could not hava found the tone c from A
by simple. direct division. It is very probable that the word "neuer-nit
was only added to the tone r". so that a simple division of the mono-
chord from this tone could be executed. Guido at least (and nrobably
also the "moderns ll before him) ah78.ys observed the tone r as J; not belong-
ing to the system. In his "epistle de ign. cant. n he names A as "prima
l1ttera" the first letter. B the "secunda" the second; C. the "tertia.~
the third; and a the naltera 'prim II the other first, etc. Practical ap-
plication has found the tone only in choral singing in the reapouses
on Palm Sunday: "ColJe gerunt princ~pts.II
2
The Greeks furnished only to : from the great system of Aristoxenus.
10
These letters will be regarded as superfluous by nany, but we would. pre-
fer too much of somefuing than to have too little. Altogether there-
c,
d.
d
overlooked by the teachers up to this time or
fore, there are 21 tones, namely: r, A, B, C, D, E, F, G, a, l?, -,.
1The arrangement of the notes (upon thed, e, f, g, a ~ 'i c
a l11t c
monochord) either was
else it had been too obscure and difficult to understand. So now it
should be explained here in brief and in an easily understood manner
2for the choir boys.
Huobald extended it to! Cj Guido to d and e through the laying out of
v 0 d e
the hexachords by mutation. The reader yJi 11 pe rcei ve better bJT a cl ear
look at table A on table I of the index.
IDispositio, the plalLned placing, = order = division, that is the
form exhibited by the division of' a stretched string or through placing
a bridge in the indicated division points, the named tones are placed
and so could have been brought to attention. The remainder is seen in
Chapter III.
2"That is, setting down each note helps the great rrasses, as a blind
man is guided in progress by his leader, to learn the seven notes with
their signs: , A, B, C, D, E, F, G, A, B, C, D, E, F, G, a. For the
a
other notes, vmich follow the first seven, are not actually others, but
will be combined as under one rule. For the t ones are certainly, like
the days, only one of seven (a Hebdomas). But when you observe the tones
as they will be heard with the ear, then will you see them also with the
eye; you must meam7hile be silent, and follow certain proportions made
1V1th the hand" (follovring the division of the monochord.)
g;
CHAPTER III
CONCEIDJING THE AR...C(Al\]"GEIv:ENT OF' THE NOTES ON THE lv;ONOCHOHD
After the letter r has been placed at the bottom, the whole length
of string is divided to the end into nine parts, and then at the extrem-
ity of the first part is placed the letter A, from which all the old
theorists made their beginning. Then after it has been divided in like
manner from A to the extreme end, at another ninth is set in the same
way, the letter B. Here one goes back to r and all of the string is di-
vided to the end into four parts; at the high point of the first part
is C. Through this same division into fourths, one finds, that as C
has been found from r the distance from A to D, is found, from B to E,
from C to F. Ii'rom Done rray find G, from E to the high a. and from la rge
F to the round V • The following letters can now easily resemble the
series already done through the bisecting of the space as in the preced-
ing fashion -- as for example, mea.suring from B to the extreme end, one
puts the other -, in the middle of the string. In like ne.nner C deter-
mines the other ~lall c, D the other d, and E the other e, F the other
b ~ ~ ~
f, G the other g, and A the other :' ~ the other t1'" the other -if '
c the other c, and d the other d. So one could progress endlessly above
c d
and below, if the ph:ysical laws of hear.ing would not prevent. l
lThe finished division of the monochord is also gi. ven in the "Epist
Quid, 1/:ich. I,Ionacho directa angegeben." It depends on the nine divisions,
the division into four and the divi'sion into two. The purpose was the
la_, to bring that tone series, as set up in Chapter II, to the student
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Of the va.rious ways of dividing the monochord~ I have set down here
1 ne to which one may devote his whole attention instead of toon y 0 ~
f ractice in hearing~, and to give him a means at hand to help him tobO~l~ a musical ear~ so that he could do so without the aid of a teacher.
l~ rested upon the important principle of the variation of the tone
through shortening a stretched string, be it throu@ the naked pressure
of a finger, as in ou: stringed instruments~ or be ~t thro l..'gh th~ putting
under of a bridge as ~n the bands of our gu~ta.rs, Zl. the rs, nando1~ns,
lutes, etc. The point at which the stretched string is shortened with
the touch of the finger, 01' with the bridge, brings fo rih the open
directed tone -- from that the student should learn definitely the in-
struoted division method. Therefore one tunes a stretched string, ST,
over a holloVl resonance box and moves over, at y and x, two bridges, a.nd
ma.rlcs the tone of the free part yx of the string ST with r; then one
finds the point at which the tone A will be found; while> one divides
the whole string yx or rx ti:rr~es, or the remaining space into nine equa.l
parts exactly (studiosissime, a.s Guido says in his epistle). The point
at which the first division falls is where the tone A will fall, that is,
when I allow the division Ax of ST to swing, through the pressing do~n of
the string or setting a bridge ~ then this part of the string gives forth
the tone A. In the same manner can be found through nine divisions of
the string.A:x.~ the division point B for the tone B. One finds the div-
iding point C for the tone C when one divides th e whole string r x into
four equal parts. In the same way one finds the dividing point D when
one divides the string length Ax, E from Bx, F from ex, G when one div-
ides Dx, a from Ex~ b rotundum when one divides Fx into four equal
parts. The remaining division points: -" c" d, e, f" g, a 11 -gc d
al1l{cd
one finds through dividing in half the respective string lengths: Ex,
ex" Dx, Ex,F, Gx~ c ax, ., x, ~x~ ex, and dx. One computes the length of
the piece of string for each tone on the be.sis of the forenamed di vision.
So 1t is marked whim one shows rx witil 1.
Ax • 8/9, Bx =64/81, ex - 3/4, Dx = 2;3, tx = 32/81,
Fx =9116 ~ Gx =1/2, ax - 4/9, I3x = 27/64 aX = 2/9
..dx • 1/3, ex = 8/27, s:c 9/;)2 gx = 1/4, ,:X: = 3/8
-If x = 16/81, ~x =3/16 dX 1/6 Ex : 16/27, r = 27/128
The length of the string yx or rx. From this measuring, of lengths is
proven the follovring; relations of irrtervals contained in the tonal series:
small second B-C, E-F =243:256
large second r-A, A-B, etc. =8:9
Small third A-C, D-F, etc •• 27:32
large third C-E, F-a, • 64:81
pure fourth r -C, C-B'~ etc. =3:4
pure fifth r-D, C-G, etc. =2:3
~m&ll sixth E-C =81:128
arge sixth r-E, C-a, etc., •.16:27
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and grasp this same without complicating qlestions; also it is of
-.ny,
the greatest importance that the method of division be clearly understood,
and once understood never to be forgotten. One other method of divis ion
should follow here~ waich is not So easy to impress on the memory, but
which is accomplished more quickly. VIhen one makes at first nine equal
divisions from the r to the extreme end the first division ends in A, the
second is free, the third ends in D, the fourth is blank, the fifth ends
in a, the sixth in d, the seventh in ~, the remaining is unmarked. In
the same way when one rw.kes nine equal divisions from A to the end~ the
first division ends in B, the second is free, the third ends in E, the
"*fourth blank, the fifth ends in -q, the sixth in e, the seventh in "9 '
the last remains free. In the same manner when one divides into four
equal pe.rts from r to the end of the string the first part ends in C the
second in G, the third in g, the fourth reaches to the end. But ~nen one
divided to C to the end in four parts the first ends in F, the second in
c, the third in g, the fourth reaches to the end. ~~en one divides from
F in four equal parts the first part ends in the round IJ, the second
. 1in f, the third ~n c. Vnlen four divisions are made from the round 11,
emaIl seventh
large seventh
octave
large fourth
(tri tone)
small fifth (as
r-F' :I 9 :16
c-if = 128 :243
r-G.l:2
F-""f =512: 729
inversion of the large fourth) =729:512
lCod. 14663 reads: Tertius inff vel vacat. That is, "The third
ends in ff or remains empty. II The text by Gerbert,. "Tertius in c If is
incorrect for in the division into four from F at the first fourth is the~ourth i' rotun~um in the proportion for 4:3: .the second fourth (there-
iore the half) ~s the octave from F, namely f, and the third fourtil (that
e, the half from the little f) must give the octave from small f __
In the fol-
When one di v-
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d · . ion point -h , the rest remains blank.the second 1. Vl.S T
ides from the high ~ into four equal parts one finds, at the first div-
t d th others remain free. These two methods of division ofision poin d, e
the order of tones upon the monochord will suffice; the first method is
very easy to figurej the last is accomplished very quickly.
lowing chapter all of the divisions will be made clear, briefly.
namely, ff. i~reover this ff falls above that tonal series of Guidofs
which has al ready stopped .vith ~. l'he words l'vel vacat" are also added
in this place.
lAlso, this statement in the text from Gerbert is false fa r in the
division into fours from" rotugdurn at the second fourth (therefore at
the half') is not 1 ' but only I? In another annotation to this sen-
tenoe Gerbart has added another manner of reading in the cod. of otten-
beuren and Ad..lIlont, which reads "A item rotunda ad finem duorum passuum
prior terminabit, secundus finite Ad vero ad finem duorQm similiter
p&ssuum prior terminabi tin, secundus fini t." That is, "when one makes
two divisions from. ., to the end, the first part ends in ~, the other
oloses i tj but when one in the same way makes two divisions from d to
the end, the first division ends in ~, the second finishes ." Therefore,
the division into tvro has also been named, as well as the nine and the
division into four, ~s an aid, "Which the aforementioned text seems to
exolude -- also the d was detennined through the division into four from
~. The result of this second method of monochord division is that the
Interval-rati os fall just like the first method. Through the division
into nine from r , one obtains at the fi rst di vision point (8/9 of the
whole string lengtll), the second A, at the ~~ird division point (=6/9 or
2/3), the fifth D at the fifth division point (= 4/9) the a; at the sixth
division point (=3/9 or 1/3) small dj at the seventh division point
(.2/9) i. Throu~h the division into nine from A (that is, of 8/9 of
the string length) one obtains at the first division point (8/9 of 8/9
equals 64781 of the whole string; length), the second Bj at the third div-
ision point (6/9 of 8/9 equals 48/81 or 16/27 of the whole string length),
the fifth Ej at the fiftll division point (4/9 times 8/9 equals 32/81 of
the whole string) the 1t , at the sixth division point (3/9 times 8/9
equals 24/81 or 8/27 of the whole strinp:) ej at the seve-'rth division
point (2/9 times 8/9 equals 16/81 of the whole string) J . The di vis-
~on into four also gives at the first division point (3/4 of the string
ength) the fourth C; at the second division J20int the octave OJ at the
third division point (1/4 of the whole string) g. The di vision into fourfi:s from C (374 of the string length) at first division point (3/4 of~. equals 9/16) the fourth Fj at the second division point (1/2 of 3/4
I~uals 3/8) the octave OJ the third division point (1/4 of 3/4 equals
;/16) g. From F (9/16 of the whole string) inthe division of four, at
the first di vision point (3/4 times 9/16 is 27/64 of the vi.no1e string)
the fourth 11 j at the second division 1?oint (half of 9/16 is 9/32) the
octave f. From 11 (27/64 of the string), in the division into four, at
the seooni, di vision point (Z/4 of 27ft- equals, 5~/256 or 27/12S) the
octave ,. From a (Z/9 of the whole ~tring) at the first division
point (3/4 times 2~ equals 6/36 or 1/6) the fourth~. One places the
relationships obtained into a series so:
15
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r:;.l A=8!9 B=6XS1 C.3/4 D=2/3 E=16fZ7;::.9""'6 G=1!2 a=4; 9 ~2X64 1£=3%81 c=3/8d.lj.3 e=8/27 f=9/32 g=l ~ i=2 9~.27/l28 -If=16/S1 8-3/ 16 . g=1/6
-If
just as by the first method of di vis ion (comp:l. re note one, Chapter I II. )
CHAPTER IV
CONCEHIITUG THE SIX-FOLD SYSTEici IN WHICH THE TONES ARE TO BE ARRAl\TGED
1ihen one has placed the tones upon the monochord one sees that the
distance from one tone to another is at times greater, for example from
r to A, and from A to B, but that at other times it is smaller -- be-
tween B and C, etc.
The larger distance be~~een is called a whole tone; and the smaller,
a half tone, Sffinis, (the half) namely, not a complete whole tone. In
similar manner, from one tone anywhere up three tones is figures as a
ditonus, (large third) that is, two whole tones, as from C 17.> E; while
only a sani-ditonus (small iilird) is comprised of one whole tone and a
half-tone, as from D to F, etc. It is called a quarter (four~l) when
there are two tones between which lie two "Whole tones and a half-tone,
as from A to D and from B to E, etc. A fifth is a whole tone larger,
that is, when there are "tYro tones, betvleen which lie three ·whole tones and
a half-tone, as from A to E, and from C to G, etc. So there are six
tone combinations,l the whole step, the half step, the large third, the
small third, the fourth, and the fifth.
To these cowbinations may be added three others, the fifth with a
half tone (sma 11 sixth), as from E to c, and again t he fifth with a
IConsonantina; the sOlmding together, as the combination of several
tones, the tonal combinations. In the "epistle de Ign. Cantu ll Guido
brings in, in the same way, intervals and notes that are not in this six-
fo ld grouping; they may be added s imultaneous ly 0 r progressively.
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whole tene (the large sixth), as from C to a. Also the octave may be
cotUlted. But these three combinations will rarely be found, so we did not
count them under the six. HOW"ever, the sources and the peculiar charact-
eristics of tile octaves, which we treat in the following chapter, are pur-
• .1. 1
sued with lnverest. In no case may one tone be united with the salne tone in
2
any other way correctly, vmether it be asrending or descending.
This makes the 7th combination, the octave.o This octave, because it is
found only rarely, wi 11 be classed as less important than the others.
The villole tonal system has been constructed with so little form that,
according to Boethius, it is necessary to L~press deeply the importance,
and to forbid the use of this octave tUltil it is completely understood
by the singers. l;'fith this rom one could, in a certain measure and with
4
the art of inference, make the practical accurate singing his ovm and
in an exact and easy nRnner.
1
In the markings of Gerbert these words a re enclosed in parenthes-
is in the handwriting of Admont oold Ottobeuren and do not seem to be from
Guido; also in his other writing the large and snaIl sixths are not men-
tioned, but only the named six combinations or concordia, or tone
steps are worth the practice. In the code of Ottenbauroo the remain-
ing treatise of the cai tals is missing, from "In nullo enim cantu. II
2"Correct us e, rules, and customs: the applicati on of the useless
sixth and seventh is therefore forbidden in the chorale. II
3The text here seems incorrect. But the meaning is given obviously
in the foregoing translation. Also in the Uepistle de ign cant." Guido
mentions explici-tfy the octave (ea vera concordia, quae est inter gravem
aliquam litteram et eamdam acuta:r.l sicut a prima in primam vel a secunda
in secundum diapason dici tur, i d est de omnibus). But the relationship,
which is found instead between a low tone and the same high tone, as for
sample from the first to the first (A to a), or the second to the second
(B to -If ) is called diapason (octave), that is to say, literally, of all.
4 The first expression refers to the inner intellectual conception of
,;;a
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the interval -- that is the thought -- comprehension before it is sung
;
the last expression, to the sarne authentic conception after it is su
ng.
The sine;er must have both wi thin him if he wi shes to sing a song with
peace and facility. He must, mentally, sing each note, know how to
inagine it, and i:m..11lediately recognize it as correct when he has sung
it,
then go on with confidence.
CHAPTER V
CONCERNING THE OCTAVE Al\1J) WHY THEftE AHE ONLY SEVEN NOTES
An octave is that combination in which a fourth and a fifth have
been added togethe r; from.A. to D is a fou rth and from this same Dto
the highest a is a fifth, so from A. to another a is an octave, whose
peculiar nature is that it has on each end the same letters, as from B
to ~, from C to c, from D to d, etc. Each of the ~ro tone s will be
It,
indicated by the same letter, also both of them will be regarded and
considered in every reference to be in the same condition and in most
complete resemblance. We name the first and the eighth day always the
same; thus after seven daJTs we begin again. In the same way we figure
1
and name the first and ei@1th tones always with the same letter, because
we fee 1 that they sound togethe r in natural harmony as one tone, as for
example, D and d. From loth tones one moves downwald through one whole
tone, a half step, and t;vo whole steps and in the same way upward through
2
one whole step, a half step and two whole steps. Because of this, one
1Cod. 9921 reads: "Ita octavas semper voces easdem figuramus. 1I In
the same way we designate the eighth tone always the same as the first.
2
Here Guido brings forth proof for the harmonization of the tones
standing in the octave, which is only highly superficial with the inner
essence of the thing in no reference to the standing fonn. Both tones
have the same place in the series of tones,as they occupy the srone relat-
ionship to the tones standing around them. D and d have below them a tone
which stands a whole step below; namely, C and c respectively; then fol-
lows a half step, Band 7Z respectively; again here a whole step, A and
a, respectively; and then a whole step, rand G respectively. The sarne
tonal relationship one finds in ascending from D to d, as shovm in this
20
finds to his astonishment that in practical singing, when twio, three or
1
more singers, sing tones in the same melody, one hears the sane tones
but in different ranges; and tha t the same song in varying ranges
Su.t1-""
-e>-
when one di vides e same sings in high
tones, or cleverly alternates it in any fashion pleasing. For this
following group:
But here follows in no way that essential resemblance and unity, which
we observe in basic tone end octave, but only a certain resemblance with
regard to the exact place which these tones occupy in the system, as
Guido observes in this Epistle, as the lIproprietas" of the tones. Gl1ido
seems to have conveyed this thought through his comparison of the seven
tones to the seven days, though for the rest no real resemblance or
unity can be found excepting a resffiQblance of the fixed position of each
in the sequence, as for example each Yiednesda;y has after ita Thursday
and before it a Tuesday. A stronger proof of the exact rese!Ilblance and
unity of the notes Tmich stand an octave apart, is that one in which he
shows that the srone song can be done in different h~hglegen -- octaves,
vnthout going through any alterations, from yillich it follows clearly
that the similar tones must fall in the various ranges.
l"Tune and sing" -- that is to say, to execute what has been hereto-
fore observed. One may have melodies , without particula r variation,
transposed wholly into different tones; one could sing, for example, a
melody in d-minor also in a-minor; but not at the saw.e time. Here Guido
also says, that betv"een the tones D and a is found agreffinent, a complete
agreement to be found only in the octave.
0"" q ."
~lichael
42; s" 0 __ :
Summi vecis archangele
Observe the notati on, 1,'Jhich is interesting.
2
Cod. Ottenburen lion. 9921 reads: "Eadem meum tmitas apparebit hoc
modo," and then gives examples in the enclosure, which examples we set
do~n here in our notes:
IfPS
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1
rea.son the poet says very truthfully, "Seven different tone s ~ for
although there are more tones, or Vii 11 yet be, there is no addition of
other tones, but only a revival and arrangement of the same ones. For
this reason we also have figured all of' the tones with seven letters,
from the precedence of Boethius and the old theorists, while one n~{
theorist less cautiously has set dOYfn only four signs, in vffiich they
have placed the fifti! tone above with the same sign as the first. But
2
doubtlessly it is correct, the. t one tone will not agree vrl th its fi fth,
as fa r example B and F; and that in gene rel no tone will harmonize
completely with its fifth, for no tone hannonizes completely with any
other tone, except with its octave.
o 0
sanc-ti spiritus assit nob~s gra a
1Virgil
The citation
to the seven
describes the distance, the <uEntfernung, II the interval.
speaks only of seven tonal intervals, but it does not refertp.: s <> 0 .. <> -- <2 ~a .. ~ 0=1
sanc-ti spiritus assit nobis gratia
/
2Guido draws here the agreement of the greatest or smallest relat-
ionship of the tones in selecting the place which they take in the series
of tones (by their proportion). This is at its most significant in the
fifths and fourths, but never in the complete, as in the octave. In-
deed, in a simple fifth no res~ilila.nce is present at all, as with Band F,
as shown in the following group:
rlA1BtclD1E
D ElF G a .,
12'111
t.- 2
CHAPTER VI
CONCEltNING TEE DIVISION OF THE TONES AND A CLOSE EXfLAi,ATION
NO''l that the division of the monochord has been grasped, it must
be remembered that the octave always extends over ~vo equal divisions;
the fifth over three divisions; the fourth over four; the second over
1
nine; as the divisions are shorter, they are always more nu~erous.
Other divisions besides these four cannot be discovered: diapason
(octave) was derived from "Alle, tI either because all tones are within
it, or because the forerunners of the zither were strung with eight
strings. In this art the tone combination comprises two parts, the first
or lower, and the highe l' part,2 as from A to a. Diapente (fifth)was
named from five; for it contained in its range five tones, as from D to
a. The low tone consists however of three parts, the high one of two.
The fourth (Diatessaron) comes from four, for it consists of four tones
divided; the lower tone has four divisions, but the. higher three,·· a9 for
1
The octave extends over two equal divisions, that is, when one
wishes to find from one tone its octave, one must divide the string length
of this tone into tvTO equal parts, so then this tone, the deeper, gets both
divisions. Its octave (that is, the highest tone.::) gets only one divis-
ion. As one must, to get the fifth of a tone, divide the string length
of this tone into three equal parts. while this tone, the deeper, claims
the whole length, its fifth, the higher, gets only U'10 of these divisions.
In the same way in the fourth, as has been expressed before, the deeper
tone, from which the fourth is sought will be figured as the entire
strin[ length divided into four parts, while the fourth being sought, that
is the higher tone, claims only three parts. In the large second (tonus)
the lower tone has nine divisions; the higher tone only eight divisions.
2uPart" here, and in ensuing references in Chapter VI refers to the
diVision of the string on the monochord.
.~---=,_._--,,"--
example from D to G.
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1These three thing;s are called, as one may recollect;
I
I
I~ .
symphonic harmonies, that is pleasant tone-combinations, because in the
octave, both tones sound as a single tone. 2 But to fourths and fifths
belong the pri vileges of diaphony, that is, the organum and the privilege
of providing the most nearly possi ble similar tones. 3 The maj or second
(tonus) receives its name from Tonen, that is, lito sound;" in this interval
the low tone has nine parts, but the highest has eight divisions. The
minor second, and the major third have no division point upon the mono-
4
chord, as they occur as equal tone combinations in singing.
lIt is not ev-ident, where this should be observed in the former dis-
cussions.
2
That is, two tonGs standing an octave apart sound as one tone, al-
though they are tvlO different and independent tones.
3nproviding the most possible similar tones, II that is, through fourths
and fifths one gets tones, whi ch \'.1. th reg,'8.rd to their proprietas, their
peculiar place in the system have much resemblance, as C and G, D and a,
D and G, E and a, etc, (cf'. chapter IX and chapter V above).
4
The large and small thirds, which could be found in their complete
purity only through the fifth and sixth division, will be, as we have
discerned before, forbidden entirely by the monochord division. This
pure interval and its inversion, the large and small sixths, were entirely
unknovm by the ancients. But the large and small thirds and sixths,
which appear oocasionally in chapter III in. the monochord-divisions, be-
tween the tones A-C, B-D, C-E, D-F, etc, are so altered in their singing
relationship that not only in ancient times but even today each musical
ear must explain such thirds and sixths as horrible disonances. Anyone
can be convinced of this who has performed upon an instrument the direc-
tions of the tonal series as gi ven in chapter III: ARCD, etc, ,vi th
completely pure fourths and fifths.
~#_d !
Ii.
CH\.PTF:R VII
CONCERNING THE FOT]"R KEYS il1m 'I'BE RELATIONSHIP OF THE TONESI
There are seven tones for, the other, that is, the eighth tone, is
virtually the sa.me a.s the first, so it is enough to dis cuss seven tones
2
which belong to the various keys and are all of different quality.
The first key is that one in which a tone may move dovm -- through one
whole step -- and move suc cessively up one whole step, one half· step and
two more whole steps, as A and D do.
3
The second key is that one which
1
Cod. 9921 reads: tiDe affinatibus vocum et quatuor modis,1I and Cod.
14663: nDe modis et quali titatibus di versis musicae artis .It It is remar-
kabl e tha t the trans le.ti on do es not a gree in any way witll. tha t set down
in the added table of contents. There the translations of chapter VII,
"De affinatibus vocum et quatuor modis, 11 will be given a different mean-
ing; IIConceming the relationship of' the tones, in so far as they will be
grouped into fo ur keys. II
2The meaning is: that tones standing in-the octave relationship are
a.lways essentially the sa'1le. So to explain the keys and the different
qualities of'tone, one need not consider each time all of the tones of
the whole sys tem throughout the observation, but only seven, because the
eighth is always the s~ne as the first.
3 The tone A has below it a 'Whole step: rIA so the tone D, CID ascen-
ding, A has above it a whole step AlB, (our H) then a lw.lf' step R~C and
2
b~o whole steps, namely CID and DIE. So D has above it the whole step
Dl E then the hal f step EiF' and above th e two who le tones F1 G and Gl a.
Guido says in his epistle, tlAll tones are related in Some manner; and to
bUild related tonal progressions and agreeable tone groups the related
progressions are arranged, in the order of' the ascending and descending
WhOle a,ld half' steps; for example, the first tone A and the fourth tone
D are similar and "lill be named as one key, because both have bel 0''''- them,
ascending; one v,hole tone, a half tone and two whole steps. This is the
first similarity in the tones, that is, the first key.
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goes down t.\'o ·whole steps, up one half and b"lO whole steps, as B and E.
The third key is that which descends through one ha If step and two whole
2
steps; ascends through t-wo ,~ole steps and one half step, as C and F.
The fourth moves down through one whole stop, climbs up through two whole
3
steps and one half step as G. Note that these keys follow each in
order, so the first is iI., i:he second B, the third C. Similarly the
first is D, the second is E, the third "B', the fourth is G. Further l1.0t-
ice that the relationship of the tones rests upon the fourth and fifth,
for A with D, and B with E, and C with F, and D with G are figured
from the lower tone a fourth, from the hi[")1e I' tone dovm a fifth, in the
following rram1.e 1':
Fourth Fifth
Fourth I Fifth
~ Fourth I Fifth
Fourth Fifth
A H c d e f g a h c d
1
2
rIAlB.;-CIDIE-ik-1"
~ N
C1DIE.~F1Gla~b
3
Gerbert remarked lias D and G conform to the following, n but this is
not correct for the given intervals are found only from G:
not from D: 1"1 alaIt~· cClDl~,lG
In the epistle Guido expresses it: 1IThe seventh tone G alone builds the
the fou rth key, "mich in descend ing has one whole tone, a half tone and
two whole tones, in ascending, bvo whole tones and a half tone. \I
----..---------------
CHA.PTEIi. VI II
COi-ICElliHNG OTHER HELATIONSI:IIPS OF THE TONES Iu\"'D OF II AND "4
There is anothe r relationship 'which wi 11 'be found through the
fourt'l and fifth. The octave contains in itself a fourth and a fifth~
and l~s the same letters at either end. One will always find a letter
in the middle which sta~s in such a relationship to both extremities of
the octave that, with this same letter wi~1 which one has built up a
fourth from the Im'ler ton8, one may cons truct from the higher a fifth
downward, still vdthin the octave, as is given in the above figure. Then
the same letter with 1i\i..'h.ich one has made a fifth from the lawer~ forms
a. fourth with the higher, as for example A~ E, a. E'or A and E tune to-
gather; in the downvrard motion both of them car~J out tt,vo whole and
one half step. In similar manner take G which sounds in that same re-
1
lationship to C and D, to the one, descending, to the other, the ascend-
ing motion. For C and G move upw'ard through two whole steps and a half,
and D and G both move dovmward one whole step and one he. If step. That
1
Namely f1fourthl/ and "fifth" -- the meaning up to here is as follavrs:
J~ach octave has on botl1 ends the same letters, Aa, Cc, etc. Each octave
consists also of a fifth and a fourth. In each octave is found one tone
in the middle which, with the lower letter or tone, makes a fif~1, I'd th
the hif:.~her a fourth, or inverted with the 10vIer a fourth, with the higher
a fifth. Each tone in the middle can be an octave, with which loW tone
it builds a fifth, with the high tones it builds a fourth or also to the
middle of another octave, Vii th the 1mV' tone it then represents a fourth
and with the upper tone a fifth. So G is the middle of the octave Cc
and the middle of the octave Dd. ITith the one tone is has the descending,
with the other the ascending, movement in {Ollunon.
Go I .L I ,,-t:"e p'£: F' Go
CO£.. F A "",-e. I)
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round ., which one has added stands in ha nnonic relati onship to F and it
is added for that reason. F, which is figured four tones below "* '
from which it descends three whole steps, Ca...l1 find no harmonic relation-
1
ship. Both b' s, the round if' and s quare -If may not be sounded in the
same tone phrase; one uses preferably the btninor)in th03e songs in
which F and f are employed in the highest or the lowest parts. It then
brings about an apparent transforrration, so that G sounds as the first
tone, a as the second tone, and b "as the third tone. This transform-
ation has not been reco~nized by many. In general one finds it well to
have a second -;. occur. Since one carmot use the b t1 (molle) under all
circumstances, then one must write out the neum in vmich it occurs; it
becomes F, G, a, and the round t1 , G, a,-;., c. Or when the con-
ditions are such that it demands two whole steps and a half step, after
D, E, 1~, in descending, then b 11 (molle) is used,2 or after D, E, F, two
IThe tri tone is therefore introduced because of the /? rotundum.
But it should not be used in the sa..llle tone phrase in -the vici ssi tude wi th
.. • And it can be used only in pieces: F comes frequently, and es-
pecially when it is the ground tone, when it is made clear in the cadences.
A .I:l.ixture of the keys can be confusing because the t' rotundum, and con-
fusion will be produced by many who know nothing, of this. Also Guido
speaks in his epistle against this, and will have us avoid the same as
much as possible. Particularly all should write L~ c, instead of
D, E, F, with b rotlU'ldum.
is the same as:2 nlEiFl Gla~-bIe Id
ai"'~~ldl e-'lllgla
therefore each tone progremon from D, E, or F through
the same as the natural tone progression from a, "*, c.
,., rotundum is
,..='
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whole steps are still required in ascending, one uses the tones ~'~J
c; then the same quality is correctly made ascending and descending.
II
lilien one continues this division of the ascending and descending inter-
vals of the tones D, E, F, and a,"f, c; one avoids the highly disadvan-
tageous complications.
One thing more should be said here about the relationship of' the
tones, for the more the relationship of various things is investigated,
the more the appa rent contradiction is dL'llished.· Othen'lis e one could
exert oneself in the complication of knowledge; agreement is Wlderstood
more easily than variation. All of the tonal knov-fledge and the dif-
1
rarences in tonal art are united in these three tones: C, D, E.
But I found different, what has been named the !nOsi? different, that is,
lithe secula r aren. t1 It has been named lfdifferent lf for this ree.s on ... that
2
it differentiates bei;;leen the p]aw.1 tona 1 systems and the authentic.
For the rest the notation is va"guo. LSic7. All other tones have something
in an agreement with these, those either in descending or in a.scending;
but no tone is related to any othe r in both directions, except those
sta.'lding in the octave. The relationships of all of these may be
lAll tones in their ascending and descending motions
one of these three tones, e, D, E; a.lso the nature of all
thei r dif ferences can be made clear by these three tones.
semblance of all the relationships of the Yfhole octave is
these tones standing in the octave.
can agree "fith
the keys and
Complete re-
to be found in
2This place is not clear, nor is the subordinate meaning. (Editor's
Hote: This depa rture f rom meaning is evident in the German as well as
in the origina\ Latin.)
Ii
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investigated in the adjoining table below:
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pCOlilGERJ:iTING TFiE RELATIOlilSiiIP OF THE TOlilES IN A SON"G
VfHICH IS ONLY PERFECTED IN TlJE OCTAVE
Since the tones are related, some by descending, as C and G, D and
a, others in ascending, as a m~d E, G and D, others in both as C and G,
2
E and ~, related tone groups may be built so that the recognition of
one enables the recognition of the other. But there are tones, of which
no relationship is known, which do not give the neum or the turn of the
melody. 'i~'hen one .nshes to emphasize one tone or another, one will trans-
pose the entire song. 3 For example, one 'Vnshes to begin an antiphonal
ort F, beginning with D, with the tone E. One would instantly hear which
of the different transfonnations must be used. In t."le tone D and a,
1Cod. 9921 has not Chapter IX and X but jumps from the end of Chap-
ter VIII to Chapter XI, which is indicated as Chapter IX.
2
This is not correct, and recalls the statement at the close of
Chapter VIII, where it is expressed, "that no tones on both sides, that
is in ascending and descending, are similar, only those in the octave,"
C and g; are only similar, ascending; descending below G is a Whole tone,
belm'l C a half-step; E and it- have ascending t\-vo whole tones, descending
the small second and third and pure fifth.
3GuidO refers to this in his epistle. There he recoIn...'1lends as a
good wav to demonstrate the various characteristics of the keys that one
begin aU song first with D, then with E, F, and G. As anexainple, he
cites the re :
D F G
Til Patris
EGa
Fa""
G~c
GG GG
sempiternus
aa as.
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maining tones are similar.
relationship is not, as in the octave, complete. Here one finds a dif-
Therefore in our writing, one takes the first one always at the same
pitch:
of one tone-grouPt one will find dissimilarities. D proceeds do~mwards
1
only through one whole step; a down through two vmole steps; the re-
the same note. I say livery often" and not flalways,11 because here the
ference in the phrases. Also in the above named tones, as well as those
which belong to the same tone group, we can very often begin and end on
F=i-~-~-9-EsP~-o-0>c:::>-~I~ ~ 0
The great difference be~veen the four sentences will be seen instantly.
So -when one begins with D, E, F, or G, one may transform each melody
completely.
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pCHt~PTER X
CONCERNING THE TONE All"D THE KNOWLEDGE MID IMPnOVElJ]EI~T
01" AN INFERIOR ],':ELODY
These are the four keys (groups) or tropes which a. re imprope rly
named tones. These are separated through natural diff.erences from one
another, so tila.t none shall be in the position of another, and so that
1
a malod;; line either must be transformed or is not acceptable. A
2
disharmony crE;leps in through the falsity of the singer when one takes
IThat is, through the natural "pattern 11 of the mlves and whole
tones, the various keys of the art may be distinguished. The tones,
the. t is, the ground tone of one key can not be made into the ground
(home) tone of another, without the melody line changing entirely, as
proven in Chapter IX.
20ne notices here the present -- tlsuprepit~1 ..- i.t creeps inti --
which indicates clearl~T that this is due to the inadequacy of the sing-
ers, who were badly-trained with poor voices, rather than to definite
historic0.1 falsifying of certain songs. One does not need to think, by
the fldemunt gravantes 11 and lIintendentes adjiciunt,ll of an intentional
raising and l~,ering of the intervals from the pitch by the singers.
In mis gi ving the pure ha rmony, the thi rd of the monochord (64: 81) was
lowered to the clear relationship (4:5) and the small second (243 :256)
had been heightened to the relationship 15 :10. Guido had expressed him-
self vii th the indefinite words tluber Geb~hrlf -- lIinunoderatel;y, n so that
only the highly trained singers could have been all~Ted freedom or lack
of rule. Also, no explanation is found here of "newnam eujus libet modi
in alhlffi modum pervertunt. 1I In general, Chapter X does not accOlrrplish
what one would expect by reading the title; the definite rules for the re-
cognition and improvement of bad melodies are not in the reading at all,
as the title says. Q-.aly a single impropriety is referred to:a singer by
giving an interval unclearly, or by the uncertain rendition of half tones,
confusing the keys by bad singing, int~ducing disharmony into the song.
Singers 'wi th bad voices do not gi ve the intervals clearly; many tones are
carried without moderation into the. hign r8.nges, or taken too low; often
whole tone s are made into ha If tones, and ha lf tones into who Ie, so that
the normal tonal line is lost. One key is changed into another; or the
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away something from the well-measured tone, or flats, or adds, by
sharping. The poor voices of the choir boys do this, when they force
in the high range the tone reI a ii onships more than is necessary; or
they allow it to drop, and so the melody line of each key· is changed to
that of a:n a the r key; or they begin at a place that the key does not
a key " h" h 2 subductio 3allow, or J.n VI J.C the is fi nished upon the third
singers come to a place, where, according to the coherence of the systems,
one tone can not be found. An example will be presented at the end of
Chapter X, the Ilcomminio; Diffusa est." Guido criticizes this improp-
riet;)T in his epistl elide ignoto cantu, It in s a far as he suggests to his
friend Michael a remedy for the avoidance of the same. He advices him
to learn certain short melodies in which the characteristics of the key
are sharply defined. Vhth the help of these he could learn a comparison
of tile keys of each song. On the other hand, he could ascertain easily,
whether he has sung through a melody with correct intonation and without
mistake. If' he finds, that at the close, or in the course of, the songs
the little phrase does not confonrr to the related key, he would mow,
that he has fallen out of tile key; the mistake has begun.
lIlWell--measured If -- namely measured exactly on the monochord,
completely clear to his students, as Guido desires it.
2The place uvel quasdam subductiones tl to I/apponunt tonum ll is not
found in the manuscript of the 11th century -- either in Cod. 9921, which
has not the chapters IX and X, or in Cod. 14663, also not in Cod. 14965
a and b, therefore seems not to have been attributed to Guido. It ap-
pears first in a codes of the honorable Benedictine Cloister S. Em.Tuera.rn;,
n~{ in Cod. 1 at 14523 of the Kgl. city and state libra~J in Kunich, in
codex, 13021 in -the 12th and 13th century, as we have Vlritten, in one
code from Rar~lann Sebedel in NUrnberg in the year 1493 (cf Schlect,
Story of Church I,lusic, pp. 56; Ivlonatshefte of 1:lusical Stories, 1872 pp.
140) We then have onlj" an interpolation from the time of measured poly-
phonic music, y,fuich began to exert its influence just now on the choral
singing. So the same given explanation of the use of the Diesis is
very interesting -- according to the text of the 11th centu~T the coher-
ence of the text is therefore: "aut in loco, qui vocem non recipi t in-
choant; quod ut exemplo pateat in Communione: Diffusa est g;rati a •••• fI
3
Subductio is the Latin expression for the Greek diesis. We see this
plainl~r in the tract of Engelberti abb. Admant "De Eusica,11 Chapter
XVIII (Gerbertls script, pp 312) where it is taught that a whole tone can
not be divided into two equal harmonic relationships, but only into two
. . ~
that this will be easier to understand if we set down this e:l'::ample
2
here.
•
unequal ones. '1'he greater division will be "l\.potome," that is "more
than the half' of' the division (superdivise.)"the large half tone; the
smaller di vision becomes Diesis, that is, the I1 remaining part ll -- (sub-
ductio, from subducra., called the small half-tone (semitonimn minus).
The who Ie reads: "Propter hoc di viditu l' in duas partes inaequales,
scilicet in majorem, quae vocatur Apotome, id est, superdivisa, et haec
est semi tonium majus; et in minorem, quae vacatur diesis, id est, sub-
ductio a semitonio majori; et haec est semitonium minus. tl The great re-
lationship of subductio (dieses) (semitonium minus) vd.ll be defined in
chapter XIV wi th the following words, 1'.iJiesis est sparti um, quo sesquiter-
tia proportio alicujus consonantiae n~jor est duobus tonis; et haec diesis
ed est subductio dictiur semitonium minus." This is the. t interval
around w.hich standing consonance (pure fourth) in the relationship of
4:3 is greater than two whole tones (large third in the relationship
(ratio of 64:81); and this Diesis, that is, Subductio, vrill be called
small halftone. According; to this, the Diesis (8 ubductio) small halftone
comes to the rati 0 3/4 divided 64/81 equals 3/4 times sV64 equals 243/
256 -- therefore 243:256. The ancients built the Diesis upon the
smaller half of the small halftones, therefore 499: 512. Today the Diesis
is the difference be-bneen the great (large halftone) and the small
halftone (24:25) therefore 15/16 divided 24/25 equals 15/16 times 25/24
equals 375/384 equals 125/128. This ratio (125:128) comes very near that
of the ancients 499:512, for 125/128 equals 500/512, therefore it is
only 1/512 greater.
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tone, (whose use can be allowed only at certain agreeable places). So
2
Gerbert has not the C D at the beg,'inning, but it is to be found in
all old texts. The above-cited Munich code no. 13021 from the 12-13th
century has the following example:
ITrito, heretofore used only of the key (modus) stands plainly for
tertio (sono) H on the third tone," that is, on C. (Compare ,Anmerk 4,
pp 15-16). The same sentence following: trIn nullo enim sono valet fieri,
excepto terio et sexto. u
.,re>---------- ------------------ -------- -- ----
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This us e of the subductio can occur only at the third and sixthj
if it should be found at any other place it is entirel~r wrong; not only
the subductio itself, but also the root on which it has sprung; is to be
e~.dicated entirely.2 Note that from this the dieses has been used in
place of the half tones •••• 3
-------~
l"Sonus lt denotes in Guido, as is generally denoted in the words of
the ancients, the tone as a high and low definite soundj the same meaning
to (vox) Tonus. Against this, lneans firs t lIdegree of tone;" so then it
stands also in the sense of "modus and tonus" for key or mode, but also
for the eight tones through the division of the four main keys into the
authentic and plagal form (Octo for~.ae; octo toni). Therefore, the
terra refers not to keys, but only to the third and sixth tones of the
systems, namely C and F' (cf Anmerk 4 pp 15-16).
2At this place it is seen tr~t the Diesis stands not only at C and
1", but also at-other tones. The above critical "subductiones in trito"
refers not onlJr to the raising of the third tone (C)j the "in trito;;
is not used simply for "in tri tio l1 but will be chosen deliberately as
denoting a whole category of tones. Such a category of tones occurs,
when one considers that Guido and the theorists of the middle ages ac-
cepted only four keys (tonal keys), which embraced high (authentic) and
low (plagal) melodies, and they could be analyzed only ~Qth attention to
those in eight tones (formulae). The compass of these four ireys is
here follovdng given:
1) Protus (Doric) A, B, C, D, (tonic) E, It', F, a, -'I , c, d.
2) Deuternus (Phyrgian) B, C, D, E, (tonic) F, G, a, ~ , c, d, e.
3) Tritus (LY~~T~n) C,.D, E, F:, (tonic) G,.a~.."., c, d, e, f.
4) Tetrardus \rll~xolydlan) D, 1" F, G (tonlC; a, y , c, d, e, f, g.
Here the tonic appears al,mys as ~le fourth and just under the tonic lies
the leading tone as the third of the series. The tonic will be denoted
in as the fourth tone (tetrardus, as dif£erent from quartus) as the fourth
of the system in general (D) or also as the first (protus) when one con-
siders only the authentic form. But third tones (tritus, as different
from tertius, C) are all leading tones (guide tones) C, D, E, and F, and
in transposition also G, a and -y. Yfi th the "subductiones in tri to" the
elevation (raising) of all the leading tones is therefore intended. The
interpolater notes first ~at they can occur only in definite casesJ
only at C and F and on no other tones.
3The omiSsi on follovfs: " •••as when a song sounds like a heavily
laden wagon gliding back and forth over a steep road. But for i:bis
reason the rules of music are not anymore incoherent than til0se of any
other art, because many who nowhere could remain on the dictated road
"""II; I
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So this Diesis; 'which takes the place of a halftone, 2 is nowhere
;TIere the perfect is noticed Ilpotuenmt, accreverunt, elegarunt,II--
Ymich in old destroyedl-y improprieties meant~ that even the regular
music would appear as tldi ssolutae" -- 100se..=l, like a swollen river whose
bed no longer suf fic esand )yhi eh has ove:rfl.own its bank -- or evelJT place
when half tones have been established fjiccreso, lIto grow to that;"
'''increasingly to come tot! also " growing increasing1y ll which could be
translated lito every place when the half-tones have been increased, 11
namely that one places instead of the "semitoniurn minus u 243=256,
through the Diesis, the acquired halftone set in the relationships of
224:243 (note later.) But this change ~~ll force the acceptance of
half tones already exi stant, which will be bereafter enlarged. This en-
larging of the existing halftone H c and EF is clearly out of the question
but through the Diesis of C and 1" are added halftoneS. According to this
it is sirnp1er and more natural when one reads "accreveruntl1 in the first
meaning. Then the plan S8.ys that where existing tones in the system of
este.blished halftones are add,ed, they have been made pennanent through
usage in the course of time. Diesis on the passing tones, particularly
on the third and sixth steps (C and F) on the first, second, and seventh
and ei£}1th tones, (D C D; G III G) occur when singers who never could keep
to the tradition of indicated rules, go the ir ovm .vay, as they fear to
introduce their decorative figures in so small an interval. But 'where
they e ould not pass by such halftones at all, there they scurry rapidly
over it and sing instead of through the Diesis to the acquired half-
tones (224:243) -- only the Diesis itself, scarcely a quarter tone, re-
sembling a chilled smelter before the glowing oven of the smelting oven,
who scurries about rapidly and thrusts fuel into the glow, when he need
onl~i stir the fire. The fig;ure is only an explanation of the notandum
-- it tells vlnyTIa quibusdarn, It -- the Diesis will be used in place of the
semi-tones. The. interpolater will appear to be protected on tlvo sides.
Vfuile he on the one side stands fo l' the application of the established,
passing tones he will teach the misuse of them against the correct use;
he turns in the Notamdumagainst that which, based on the theoretical
system, he rejects .\~ne re they sometimes by singing in union could not
pass by it, th ey could through a slight inflecti on of the voice (i tone,
diesis) let it rest that way, but with it they disfigure the song in
anothe r way (hamoniam in modum, etc.il anothe l' road has burst through
into which they appear fearfully in the narrow excavation, 'wi th thei r
large bodies, through vmich they are distinguished, that have not been
confined by the all too confining width, or the too shallow depth of the
hole. But ~here they absolutely could not avoid it th~ turned to the
Diesis, in which they imitate in all things that example, that, as much as
they fear the penetra~.ng cold, they take upon themselves the p~rer to
strike only in the oven of the smelter. 1t
~'[ith this "igitur" the interpolater is led back again to the place
in which he looks ove:r the "certain, proven places n in 'which the Diesis or
subductio, can appear.
211(4uae locum semutonic sesnit ll Carl not be translated "which is a
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on one of a 10'wer tone. Here the third tone, which goes before the
3
fourth or the third, should be sung in the highest range... This
l'l'ritus is, as shovm in Jum. 4, p 55, as a tone, "not conceived as
a key;"also tetrardus. In another meaning also 'viill the follm'ling,
"tunc tritus subducandus est moduim tl give no sense. 1I1n proto ll -- in
the contrary, the key wi 11 be shmffi lITz,trardus in proto, tl is therefore
liD in the first mode, II first and second tone.
half tone," but only "which takes the place of a halftone." without being
exactly a halftone. The " s icut supra di¥imus Il can refer only to the fore-
menti oned, A (~uebusram senritonii loca adrni tti tur." It has already been
said indirectly the Diesis takes the place of a semitone, but one can
cd ticize it for they used it singly, actually in the place of a half
tone, and they applied it so while they regarded it only theoretically
as a halftone and in figuring, they used it as the greatest of the passing
tones, as evidenced below.
employed, except vmen the third toni or the fourth tone is S"LlnE in the
2
first key; and to go on~ the fourth tone or·on the third or concluded
211Iterumque" means here that the fourth tone(in D, resp. G) 'must
always go before the third, it then folIous, with itself' or else with the
third (C, resp. F) or in a still lower tone. From this are derived the
following cadences: Jt..p; Dti.DC; Dc·...DCA, G Gr-.G GFp.G GFE; G GFD.
, I T'.'. 1-... 1=,.",
3
This means that in the above case "the third tone (in C, resp. F)
should be sung in the hiGh range, and 'Nod icum , (modified) a little"
and that even this raising of the C (to nearly Cis) vrill be ce.lled Diesis.
The amount of these el;~tions" may be derived from the adjoining table.
Here he builds the Diesis C Cis -- an interval in the relationship of
27 : 28, the refor e not a who Ie s amitonuim minius, that is, 27: 28 equals
243:252, while the semitonuium minus is built 011 the ratio 243:256. One
deduces th is rat io 243: 256 of tile Diesis as 27 :20 from the whole tone
CD equals 8:9, as the ratio for Cis D remains always 224:243 (8/9 minus
27/28 equa.ls 8/9 times 28/27 equals 224/243), v:hich is somewhat larger than
the Apotome. -- or the semitonium majus 2048/2187 (for 224; 243 equals
2016/2187). In the sarne way tile ratio 224/243 (Cis D) as a halftone "Will
be observed as also the Diesis 27/28 appears in the place of a halftone
(locum seni tonii sumit). In practi ce the Diesis can find no application
in Chorale; the chrom3.tic interva1 C Cis cannot be admitted in the Chorale.
It may only be used when the halftone is firmly established through the
ba.lancing presence of the C through the Diesis. The halftone Cis D is
somewhat large, a.nd in singing from D to Cis 1;.l.e voice must slide to more
than C, -which aroused all of the horrors of' the }4ilC,i.nts regarding half-
tones; also the V and Vi tones of the halftone EF 243/256 which is g;i.ven
in the system, but they try 'to avoid it.
II
rr'
1 !
1\..1 _
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elevation is called Diesis, and amounts to half of the follov'Ting half
1
tones, as half of the follmving wholetone is a half. Bub they are
compared in the following Jllanne r: ,men one makes nine divisions from
G to the end, and has found a, then one divides from a out into seven
divisions, and then at the second point of the first division is found
. 2
the diesis between -, and c. NoW" the follQ1,lring second and third
--~---_._._---
l"'Et medietas sequentis sernitonii, II is supplied out of the following.
The raising~ ltfill be called Diesis and is the half of the following half-
ton~s (namely Cis D 224:243) as in the movement of' tones the semitonuim
(for example 243:256 E F)is Imlf of the foll~jnng vmoletone F G. But
the samitone 243:256 is in reality very near half of the whole tone 8:9;
for one deducts from 8:0 the semi tonuim 243 :256, so the apotome remei ns
2048:2187, so only a comma 80/S1 is greater than the sernitone itself
243:256, therefore is nearest the equivalent of our halftone 15:16.
The halftone 15/16 times t~e semitonuino 243:256 is 15 times 243/16
times 256 equals J645/4096; the whole tone 8/e is 8 x 455/9 x 455 equals
3640/4095 so that the differenc e is most insig,nifcant. Even so now the
diesis 27:28 is very near half of tile halftone 224/243; one deducts
from the l1Blftone 224/243 the Diesis 27/28; there remains the relation-
shipC272/6561 which is (um circa) a ha'lf comma, J?eater than the j~iesis
27/28 itself. One deducts again the ratio 6272(6561 the Diesis 27/28
so the STi1l.11 ratio 6504/6561 remains (circa/a half cormna). The wholG tone
C D (equals 8/9) will be divided through the Diesis 27:28 (in ciria) into
three parts; from which will come one part the l.iiesis C Cis and two
parts in the half tone Cis D, resembl ing the sllllll third E....G 27 :32 being
divided into three parts through the semitonium minus 243/256, of which
one part comes to the semi toniu.'1l E E and two parts will come to the 'whole
tone F G.
2Therefore the string length a (8/9) is divided into seven parts,
in order to get the Diesis at the first di vis ion point. 'fhe string
length therefore amounts to 6/7 of 8/9 equals 8/9 x 6/7 equal s 48763
equals 16/21. The string length from a equalsS/9, so from -If (as
seen in chapter III) 64/81, and that c equals 3,,4. Therefore ~e ratio
of y ; Die sis equals 64/81: 16/21 equals ffV'61 x 16/21 equals 27/,c.8, and
Diesis:C equds 16/21: 3/4 equals 21/16 x 3/4 equals 63/64. Therefore
from -y : Diesis: C equals 243:252:262, 27/28, 63/64. From here the
interpola ter nay explain that tile Diesi s 27/28 is in no way like the
semitonium minus, as the former citation from Engelbert Admont taught;
it is not like ~1e Diesis of the ancients either, that is, the mnaller
half of the semitonium (499:512). 'This divided arithmatically by the
semitonium 243/256 gives the ratio 486:499;512, vfllile our semitonium
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division pointsrem.ain blank; but the fourth division point indicates
"* c 1
the place of the thi rd Die si s, which fall s betw"een -y. and c. In the
same manner one rrakes equal di vi sions from d, and the place of the
second Diesis is indicated in the above lmnne r, which lies betvreen e
2
and f. Then one goes back to the first Diesis and divides the space to
the end in four divisions, so the first division point falls exactly
betvveen e and f, and the second bet-Neen -; and ~, and the remainder is
blank. But we warn the reader not to consider us thoughtless, that we
~..... C divided through the Diesis explained 243:256 will be in the ratio
486:504:512. The explanation given here of our interpolation is well
worth noticing. He teaches next that the subductio or Diesis should be
indicated from the low tones to the high in the ratio 27:28, through
which he builds first in ·oractice the ratio of 224:243, so the tonal ratio
of the Diesis (27:28) could come only in practicing sonr.;s, never in
actual use; in the Notandum he criticizes many VIDO deepen the ratio to
63:64 (therefore about 1/6 tone); instead of' using the Diesis ,,·Jhich
they should use in singing the hirp tones in the cadence Diesis D, they
take CisD in the greater ratio 27:28 (1/3 of tone). In both cases the
song, through the use of these snall ratios, will be similar to the slid-
ing of the wheels of a heavily laden wagon upon a steep road. For the
rest the Diesis will be taken only on C and F and in other definite
cases.
ITherefore 3/7 of 8/' equals 8/7 x 3/7 equals 24/63 equals 8/21.
Therefore *' :Diesis:C equals 32/81 :8/21 :3/8 from which follows jK.:
Diesis equals 32/81:8/21 equals ~23 x 8/21 equals 27/28, t27:28; and
Diesis:C equals 8/21:3/8 equals 21/8 x 3/8 equals 63/64 equals 63:64.
2Then G equals 1 and a e~u[',ls 8/9 then d equ.n.ls 2/3, e is 16/27;
F equals 9/16. Therefore 6/7 of 2/3 equals 2/3 x 6/7 equals 12/21 or
4/7. Then e:Diesis:f equnls 16/26:4/7:9/16 from which follmvs e:
Diesis equals 16/27:4/7 equals 27/16 x 4/7 equals 27/28 equals 27:28,
and Diesis f equals 4/7:'/16 equals 7/4 x 9/16 equals 63/64 equals
63:64. .
-'-
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1
did not wri te this at the beginning. He will find us prepared to
2
give him an answer at the close of the -oork; now we wish to go back
to the subject.
Also there is no situation in which one sings a whole tone, where
3 4
to follow it would take only a halftone. This would become clear
though an example: I\Iany set in the comrmmio diffusa est gratia -- das
propterea -- which should begin about a who-le tone lower than F. 5
1
He probably means in the monochord division.
2~Kefers to the close of the given explanation of tonal ratios on
the importance of the Diesis.
3
Should be called "semitonium."
4~_
Here the text begins again in the old handwriting of the 11th cen-
tury. But God. 14965 has over !lDiffesa est" and lIpropterea" the melody
given in notes. In our notation the following is the melody:
~ • • f··_..r--,,_'_.__•__._J._. _•__._._"'----".~_-I.~.~':-._'_-_._._._._._._._._~_
D,P - Pu. - 6A ~st G-IU _ +, - a IAI IA bl- 1£ -/; U. ----/.!J ;
~--II~ ._._.~...-.~~=:J--1-r-..-t-l-~=-....- ..--1-.~!!!f=-.-.-~-.---~--~ ... .~I . _. - _, ~ .I •.t._ -.
IN
5
Really E stands under F, 1"Jilich fo nTIS vd th Ii a halftone. A
whole tone under F would ro. ve been our Es (E 11) today. This would there-
fore be critic ized for example, in the beginning of the capitals -- "in
c1)ivant in loco, qui vocem nOll recipit •••• If
..
! I
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There is not a proper whole step under Fj so it happens then, that
every time a half step enters, they set it below F. l That could not
happen, and that brings the close of the 'Whole communio on a tone not
proper in the systan. Therefore the singers must know from practical
knrynledge on vmich step and in vmat manner each tone phrase is intoned,
in order to transpose it in its correct key, or when a transposition is
necessary, to set it over exactly in the correct ton~
These k~Js or tropes we n8~e in the Greek expression: protus,
deuterus, tritus, tetrardus.
lThat is, the halftone set under F now, because they have intorn d
the place at a tone too deep, has become Es (I? )s, so that the halftone
fui-fa sounds in reality now as d-es; but tl~t should not be so since a
half tone D-es is not at all existent,in tho chorale -- also in this way
they come with the closing: tone F (fa) on the tone Es (E P ) which did
not exist in the choral systan.
"'f
CHAPTEE XI
1fiHICH 'IDNE IN A SONG lJA.HJTAI}IS PRECEDE1\JCE AND WHY
1
Although every song is built from the same tones and intervals,
the tone in which the song closes asserts its superiority; this sounds
2longer and more impressively. Also the tones preceding tilis are placed
so that they seem to take, in some wonderful fashion, a certain color
3
from it, which is discernible only through practice. The reclainin/?;
tones which close a tone-group, must be foll()1,IJed by one of the above
named six intervals. But the tone vJhich c loses the song, must also be
4
added to its beginning, and at Ule close or at the beginning of all
IThere are only seven different tones; each song in a choral has
only one octave compass, so in all things each song includes colJe ctive
tones and those in the s arne confined intervals.
aII" 11Longer in that it may be repeated more often, as it may be not-
iced in the following -- a good song makes its cadenza in the single rest
upon the final tone, ltmore impressively," because in the cadenza the
more often repeated final tones will be impressive through the definite,
meaning spirit.
3 That is, all tones in songs from perfected music (and even from
other, more unknovm) is comprehended in re:etionship to the clos ing tone,
that is, the tonic, in which relationship the tones are always ey~ibited
in a proper light. So, for example, the tone 8. pa) the same tone ap-
pears in one light, vnlen the closing tone (tonic) of the song is D, in
anomer, when it is B or F. In the first case, (that is, in the doric)
the singers always conceive of the tone a as the fifth; in the phyrgian
as tho fourth, in the Lydian as the third; it has been given each time
a di fferent color, another physiognomy.
411Principa.tus, H the first place has the same meanin£~ as limit princip-
hun", the beginning -- therefore here means lithe n rst tone. U In the
preceding it has been said that all tones of the s ont;s wi 11 be conceiVEld
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to the first or other tones.
first tone, to which tonality it belonged, because we do not kna# whether
•• ••
......
.- -.. .. .
c:-fA t,;l.I..rf.
•
•
P.a. -1'IIl.&&
•
in the follm'!ing antiphony:
t·,,·- · - ·
-rl2.It.+i- A d,_ e.s efOtJ jU'"f ~------------------~
not know 'what follo"'rs, but at the close one sees ""hat has cone before.
lCod. I'ton. 14663 writes the neumes over 7ftribus miraculis," as it is
given in the appendix. These on the melody found in the later codices:
whole steps or half steps follow the rema ining intervals. v'hen the song
So it is the clos i.ng; tone which VoTe must hold in regard. :B'urther, when
in relationship to the tonic, and this relationship of each tone to the
tonic will be one of six intervals, namely, the small and large second,
small and large third, fourth, and fifth (cf. Chapter IVk at the same time
to each tone of the piece will be lent its own peculiar color, as has
been heretofore given. This relationship between the important begin-
ning tone of the vmole piece, the opening and the closing tone on each
section and the closing tone of' the whole piece rray be easily found. As
an exception to this rule we have shown in the following sentence the
three tones of a piece which begins with C, in which the relationship
of the beginninG tone G with th8 final tone E is not one of -the six in-
tervals named above, but stands in the relationship of a small sixth.
This shows an excepti on 13.1 ready, without the "cunc tarumque tl the. t the
"principatum ejus ll of the preceding sentence has taken in meaning from
tlits important beginning tone."
one wishes to add a verse or a psalm or something else to this song, it
is necessa~J to tie to the closint tone, and not to turn his glance back
to us from those going before. For at the beginning of a song one does
We could not, when we first heard Someone sing this, know from its
song ends in E, but begins in C, ¥mich is a small sixth up from E, as
is ended, then the tonality of the last tones is made conrpletely clear
1
the little sections. An exception is "Tribus miraculis," because the
,.
I
If"" .
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Furthennore, in care~<lly composed songs more of the small sections
end upon the f1nal tone. It can not seem curious that music derives its
rules from the final tone, fo r also in grarn.mar the sense of case, lllunber,
person, and time is understood from the last letters and syllables.
1
So we say with accuracy that all of the praise is sung at the end, that
each song belongs to a tonality and from that tonality takes its cor-
rect fonn from that which sounds at the end. Correctly, in each song,
2
the descent is from the tonic to the fifth and the ascent to the oc-
tave. Although one often, in contradiction to this rule, climbs up to
the ninth, tenth, and eleventh. Here the tones D, E, F, G, are estab-
lished in the first place, the place upon the monochord of the foremen-
tioned ascents and descents. These bave at the totton of the tetrachord
the deep tones, at the top the tvro tetrachords of the high tones.
~~.--.--.-l._-I.~.:::..4.~.r-.".f-.-."""";----_--:-
The related melody here is conceived to be the Doric, although the acu1al
reading is only from the third tone (Phyrgian), and an agreeable example
with the antiphony, "tertia dies" given, is not conceivable.
1
That is, "in the customary work. lf The comparison is not a fit one
a.t all: he should better have said that first, when one ,has heard the
closing tone in the song, he can judge which key he has heard, and ",nether
he coule:. .. in looking back, aclmowledge and praise it as correct 8.nd well-
constructed.
21'hat does not mean to the "Unter-Q,uinte ll -- the under fifth, but to
the tone v!hich is seen to be the fifth in the key under consideration.
So, for eA~ple, in Doric (D) the tone a is seen to be the fifth always:
the melody therefore can climb down to X. Therefo~ one must take as
the regular compass -- of the Dorian r -d,. of the l"hyrgian A-e, the
Lydian B-F, etc. Byway of exception, the range in going down can be
greatly increased .. although in the f'ollovJint; sentences only the extension
of range in ascending is gL ven.
r-
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CHAPTEN. XII
CONCEI{IUlm THE DIVISION OF THE FOlJR KEYS INTO EIGHT
Songs ~f the same tonality, as for exmaple, the first, are at the
1
close sometimes low and symmetrical, sometimes high and far-reaching.
So it is not possible to add verses and psalms at the end, as said be-
fore, to add to the different songs in the same manner. For if the ad-
dition were low, it would not suit a high song, if it were high it would
move in contradiction to the law. Therefore it was commendable, to div-
ide each tonali t;y into two, that is one divi si on in the high range, and
one in the low, and to hs.rmoni;>;e with definite rules the high with the
high, the low with the low. Each high tonal i ty was to be known as auth-
entic, ~~e original and principal mode; the low was kno~n as pla6aJ~that
is, side or secondary mode. For 'when one says he stands at my side, he
is less important than Ij on the other hand, when he is greater (of more
ili"lporta.nce), he would better say, I stood at his side. In this way one
must say, first authentic n~de and second authentic modeJthe first
plagal, and so on through the rest, so the tones will be increased in
the four different modes to eight. But a misuse of terms allows the
Latin to say, instead of the first authentic and first plagal modes, the
1
Tffit is, a part of the song, wi+'h its melody, goes do'Vmbelow
(tief) the tonic (ground tone) and it deviates not far from the sym-
metrical j it moves about the same tones.
I"
-
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first and second modes; instead of the second authentic and second
plagal~ thinl and fourth~ instead of the third authentic and third
plagal~ fifth and sixth~ instead of fourth authentic and fourth plagal~
1
seventh and eighth modes.
lIn his "Epist. de ign. cant. It Guido indicates the subdivisions of
the foU1~ keys (modes) as "formula.e modoru.m~ II (ideo habes duas formulas
in unoquo que modo)~ a.lso the eight keys.
"T1
1 'I
I .
I
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CHAPTER XIII
CONCEmUNG 1'H8 DISTINGUISHING CIJAIIACTgmSTICS OF TEE EIGHT
TONES JilllD THEIR I\EACH INTO THE TREBLE AI\[) THE BASE
The re are eight modes, as there are eight parts of speech and eight
~Jpes of happiness. They .till be discerned by means of the eight dif-
1ferent tones and their peculiar characteristics. In order to determQne
2
the mode of the songs, one has found certain tone-phrases from ,mose
characteristics one knows the mode of a song exactly. As one often
learns from the characteristics of the 1:x:Jdy, the kind of dress which
belongs on it, for example:
•
p~ i M - &.<oM '&L.A~I-te. l1e6N"'M PiH
One sees that this phrase is united well with some antiphony. One
lmows at once without doubt, that this phrase belongs to the f'i rst
3
authentic key J so can this be done for the remaining
IThe meaning is the following: :rAll songs are set dovm out of the
eight different tones, (a J2 '¥ c d e f g) in their varying qualities
(graves, acutao, supere.cutae), and each preserves its ovm. gradation in
its ovm song throughout, so that it moves in one of the eight keys. Con-
forming ~~th the earlier sayings, each tone retains its individual relation-
ship to the ground tone, its OVlll colorinE:, it/nich, therefore, is always
changing whenever the ground tone, representing the tonality itself, is
changed.
21lInventae~erfunden,11 or as it is in the "Epist. de Ign. cantu ll 1'e-
pertae "forgedl' These ShOl'"t melodies, "Which one finds given in the "Ton-
arien, II are reall;y fOWld in the above design and could not have come
from the practiced, liturgical songs.
3Because the phrase l1Primum quaerite fl itself belongs to the first
authentic key.
L-.
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1keys. By these characteristics the verses are also suited to the re-
sponses of the nocturne and tile psalms in the offices and all this is
2gi ven above, in the various foms of the modes. Yihen one does not
3
know one of these, it would be because he has understood only in part
what has been said here. These for.ms will be understood at once in
which modes the songs of a single key begin, and those in which they
may never happen. In the plagal forms it is never permissible to allow
IFor the rema~n~ng keys one finds in the Tomle of the holy Bern-
hard in thet.t:ronar von Berno, tI such tone phrases as for the second key:
Secundum aute:ra simile en huic; for the third key: Tertia dies est quod
haec falta sunt (see Chapter XI); for the fourth key: Quarta vigilia
venit eos; for the fifth key: Q,uinque prudentes intraverunt ad nuptias;
for the sixth key: Sexta hora sedit super puteum; for the seventh tone;
Septem sunt spiritus ante thronum Dei; for the eighth tone: Octo sunt
verti tudines.
2~praescribo, vorschreiben,a that is, all the rules fbr the various
keys, the authentic and plagal fo nns, respectively, have been written
before. The knowledge .of the keys therefore serves, outside of this
purpose, other tonal phrases. (1) the psalm melody, because here each
melody belongs to a different key, so that from these added psalm-mel-
odies the key of the foregoing antiphony (Introit) can be given without
doubt. (2) The verse of the responses. These have, as one may be con-
vinced by a careful viewing of the old manus cripts, the following; ar-
rangement;. they generally open with the dominant, that is, with the clos-
ing; tone of:the foregoing prine ipal part of the response of the Heper-
cussio, a combination of the tonic and the dominant is formed, from which
the key again may be quickly known. Already in the familiar. resp~nse~
"hibera, Antequam nascerer, Jerusalem luge, Ecce quomodo mor~tur; th~s
can be observed. (3) r;-ays to recognize the key from the wide view of the
text, to the narr~i structure of the songs and ways to be sure:
a, each key has its own cadence structure by the little seignents of meloct'.
'0, the range of tile melody.
c, each key's definite characteristic Trope (Hendung).
3These, tila t is, the authentic and plagal form, which will be exec-
uted in the sa.me manner.
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the begi!ll1ing or the close of a phrase to go higher than to the fifth;
they very rarely go beyond the fourth. In the authentic forms~ with
the exception of the Deuterus~l it is never permissible to allow tile
beginnings and ends of the phrases to extend beyond the si~th Gone;
the plagal form of the Frotus (II tone) and the Tritus (VI tone) go as
high as the third~ and the plagal of the Deuterus (IV tone) and Tetrardus
(VIII tone) to tho fourth. 2
One is advised that in the progress of ordinary songs~ the authentic
mode can rarely descend more tha.n one tone below the clos ing note. From
this appears the authentic Tritus (the V tone).
3On the other band the authentic modes ascend to the octave and
the ninth and to the tenth. But the plagal modes ascend only to the
4fifth~ both up and dOlvn. Hmvever~ in the treble~ it is pennitted ~J
important authorities to go to the sixth and the seventh~ as the authentic
goes to the ninth and the tenth. The plagal forms of the Frotus,
lUDeuterus" is the key on E~ therefore }'hyrgian. Its authentic
form is the third key~ which is explained in the following statement.
2 rhe authentic keys, vdth the exception of the III key could r~ke
no cadence on the sixth tone~ but at the higp.e;" on the fifth; and pIa @3-1
keys make no cadence on the fifth tone alone,lJut the fourth tone "ras
the highest. The reasons for this cannot be made clear in detail. The
IVand VIII keys they build :"lostly upon the fourth; the II and VI mostly
on the thi rd.
3Cf• page 37, footnote 3.
4
cr. 9age 44, footnote 2.
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Deuterus end 'l'ritus (II. IV. III tones) will at times necessarily finish
on the high a. -If • c.
B~c the above-named rules should be carefully observed in the anti-
phony and responses. for the melodies must be based on me customary
rules. to 1Nhich J'salms and verses nay be well-adapted. One finds man~r
songs in ,mich the treble and bass are so confusedtha t one cannot tell
which mode. that is. cannot classify it as authentic or plagal fOITil.
1
By searching unknovm songs J through draWing lasting tone-sentences
and meaningful illustrations) we will show each tone clearly by the
2
characteristic range of its given peculiarities. But l'trope ft is a
particular detail of songs. vklich also will be denoted as modes of which
we must now speak.
l""By searching unknmV::l songs,1f that is. v,hen the singer vlill attempt
to learn sone;s where melodies are unknown to him. from the writing
(script). without me help of a teac...l-J.er or the monochord. ~"-hile the abo ve-
given rules should serve to find the place of tones of kno~~ melodies
correctly they could also se:'ve for these. for they can offer a certain
guarantee for finding the correct notes of an unlmovm melody. Guido
sa;y's similarly in his llLp istle de ign. csn tun in which he has gi ven the
above cited tone phrases for the recognition of the keys.1f So that you
can lmcrw whether you have sung a melody-phrase correctly. _ You find that
he allows something to be conveniently added to that melody of the key
in which it has been wri tten."
4'die wirkung~ isltthe reailit~rll tropicus, pertaining to the trope
(wendung -- turn~ng) therefore from the Jeculiar tropes of the songs
resultine~ from reality. the characteristic ranges of the song;s.
i..
CRA.PTER XIV
CONCEHlJDW Tm~ TROP;;S AND TIlE INFLLJ~NCES ON ~r=-IE NJJSIC
l~ny capable practiced musicians Imow these trops as soon as they
have heard them, through the reco~nition of their individual peculiarit-
ies -- so expressive of self. Thus they resemble an ethnologist who,
upon seeing many people before him can say, IIThis one is a Greek, that
one a Spaniard, this a J~atin, there a Germae'l, there a l"rel1chrn£l.n. l,:ore-
over, one rrny conclude the differences in the l1..ature of the song from
the differences of the tropes. A singer with a predilection for broken
leaps finds favor in tile aU~Qentic Deuterus (III tone); another shmvs
deligpt in the plag;al Tritus (VI tone); the one of loquacity prefers
more the authentic ~etrardus (VII tone); another expresses loveliness in
the plagal form (\~II tone), and so on for the remaining modes.
It is not so astonishing cons idering the enormous variation in tones
poured out to the audience that tl~ effect is similar to the pleasurable
response to color, to the various fragrances that reach the sense of
smell, am to the sensation derived from palatable spices on the tongue.
Thus the cha nn of pleasant things wondrously is forced through the wind-
ows of the body into the interior of the heart. So it seems, that through
certain delicacies, ble::J.dinp; of co 10 rs, and fragrances, and even through
the accurate observance of color that good-spirits are either decreased
or increased, as onG has seen in books. So should one who is mad, be
cured from his madness through the sonr:; of the physician, Asclepiad.
Similarly another would be so enflamed to a fleshly lust through the
~_H _
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sweetness of' zither-playing that he wi shes to break into the chamber of'
a r~iden; but soon when the zither changes its sensual ~nner, then driven
by contrition, he is slightly ashamed of himself. In similar manner David
mitigated the evil spirit of Saul through the zither, and broke the demon-
iacal rage thro ugh the mighty power and the loveliness of this art.
This power, hmvever, is completely manifested only by divine vnsdom.
But we wi sh to use this strange and rnysti cal addition to the tonal art
in the praise of God. As yet, in studying the various influences of
this art, vre have omitted something that is necessary for the establish-
of a good n~lody.
CHAPTER XV
COl\TCElUiJING TlJE CO lli'iliCT SYI.i1ETRY OF A NiELODY
As there are letters and syllables, feet and verse in meter, so also
there are sounds in songs, that is, tones, where one, tvro or three, ,'rill
be bound together. The syllables singly or doubly form a neUJ11, that is,
a part of a melody; one or several parts make a phrase, that is, a suit-
..
able place to breathe. Here it is to be noticed that a whole connected
section is to be so written and executed that the syllables are still
j I
quicker. The
1
stop, that is, the pause after the last tone, is most unim-
II
~.i:j.i _
portant at the syllables, more important at the sections, but is longest
at te'le phrases. This pause serves as a di stinguishing characteristic of
these divisions. So it is important to beat the melody as one does a
2
metric foot, and to hold Some tones tvrice as long as others, or others
only half so long~ or to achieve a tremol04 (vibrato), therefore differing
ITenor, usually "the interrupted line" is here, as"tenare"taken as the
method of hindering movement in the sens e of "pause, hal t. ll 'l'his stop
should be at a syllable of least possible singificance. It is only an im-
perceptible pause of the voice wi thout a breath. 'L-e have here therefore
a three-fold instance of separation: somevmat resembling those in custom
today; suspi~,tio, respiratio and pausa; the first should be made with an
easy pause in the voic e from one syllable to another without breathing, the
second is more conspicuous -- greater break be~veen one and the other, the
third separates the largest pause bebleen one syllable and another.
2plandare, klatschen, to beat with the hands or fee"f;" therefo re to give
here the time.
3~orula, as diminutive of mora, a slight delay -- means that as the
unit of duration of time is short, therefore the temp should not drag.
4Tremulam refers to morulam -- the refo re a stretching of the tone
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time-values. Tho long; time-values most often vJill be signLf.'ied through
a horizontally-placed little stroke over the letter. Such a distribution
of nOWIles Xl!-ust be so carefully observed that the repetition of the same
tones may be easily fonned by uni tine; "bNO or more tones; always either the
nWllber of tones or the relationsld.p of the opposite and corresponding
tones here stand like against like, there double or threefold, or else-
where in the relationships of 2:3 or 3:4.
which is bou.n.d as with a qu.ivering, trembling of the voice, through
which the stretched tone is given a certain pressure, and seems to be an
extension, because of this emphasis.
rr
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Comparison of the relationships:
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lThe above "in rati one tonorwn, tl according to which one should not
only learn the number of tones but also the tonal relationships of oppos-
ite reference, prompts the author to put down again the relationships.
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In advance the musician considers in 1mich of these divisions he
should let the song move along, resembling the poet deciding in w'.aich foot
he 'will construct his verse. However, there is the difference that the
musician is not bOWld with such great strength to the rigidity of' fonn,
because on the ~hole this art allows a reasonable variation in the order-
ing of the tones. This variation is permissible in music because the
spirit is strong enough to impart the message without too artificial
structure. DQ.vever the se rules and res emblanc es would be better explain-
ed in an oral conference than be referred to in writing.
It is important that the writing of music, as the art of verse,
should be constructed symmetrically. The same thing should be repeated
many times, or when the re are Wlimportant changes they are to be varied
and "men there are rrany changes they shall be enlarged without having
all of the various parts and only those vhich are repeated many times,
after the tones are reformed, or were found to be related in ascendine; and
1
descending. It is also important that an inverted neum is moved through
lThe construction is very difficult and the thought Wlclear. The
distinction, that is, at the cadences (place Trhich is designated to
breathe) should be constructed pauses which should be s:,7l!LlTletrical; they
should be repeated many times unchanged or they should only slightly be
changed, when they are present in greater numbers they could be enlarged
through new members. But these new notes should not differ very much
from the main motive, and ret-uITI most often ,lith only the key unchanr;ed,
or at least the relati on of the rise and fall of' the !lain moti ve should
be similar -- that is, that the move for example, d e f d should remain
unaltered (first, second, third, first) in other tone-ranges (f g a f, or
e f g: e) -- or in the rising and fallin[; its form should be preserved
for example, g, a, c, g, or e, g, a, g, -- therefore ~vo steps up, in
ascending, and back to the low note.
r
;1
57
1
the same written tones as the original. Further, that in the same outline
in which a neum jwrrped from the high to the low another must answer in
the opposite direction from the low tone. Just as we observe our pic-
o 2
iura oppositely upon looking dovm a well. Sometimes a syllable should
have one orlnore neumes, sometimes a neum will be di,~ded over several
syllables. All neumes 'will be varied; they begin one time wi th the same
tone; another time with different tones, but there is always a different
quality in the bass and treble. :r,Jearly all phrases begin 'with the same
tone with I''lhich they end and someti!nes the same tone also concludes all
the neuIDes, as one can find in Ambrosius. There are also certain types
of prosaic songs in which all of the above rules are observed; both
large and snull sections am phrases are found in some places vIi thout
v~riation -- after the art of prose. There are metrical songs which we
sing so often that we seem to be scanning as verse to the foot. In
singing metrical texts we must not proceed immoderatelyw i thout differ-
entiation betvleen two-syllabled sections and three and four syllabled.
According to f~brosius, lyric poet, there is another foot which under-
standingly places together reasonably chosen neumes. But the choice is
reasonable only when one finds the art of moderate variation of the
neumes and phrases; that is, that namn must correspond vlith neum, and
lFor example -- d, e, f, d -- backwards bee ames d, f, e, d. Or
f, g, a, d backwards, d, a, f, g.
2
Therefore, for eY~nple, f, a, [, f returns as f, d, e, f. Or
g, c, a g, returns as g, d, f, g.
~I,
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phrase with phrase in a certain hannonic relationship. A dissL~ilar
relationship is found in the art of the extremely pleasant l~ilirosius.
But an important relationship exists between metrical verse and song.
At times neumes take the place of feet and phrases the place of verse.
Vne neum moves in dactylic, another in spondaie, another in iambic
meter, and the phrase in four feet, five feet, or in hexameter. As for
others, one resembles itself, anot..lJ.er almost resembling: or not rese,mbling,
rising; or falli,n~:, set before, set 1mder, set on, or set betl'leen, here
united, there divided. in another place moved up in a pleasant fashion.
"'"oreover it is essential that the secti ons and phrases end with the neumes
and the words together; there should not be a long held tone on a short
syllable, or a short one upon a long syllable, because these sound badly.
IImvever, one has to be only rare1:; conceriled with this. Further. the
expression of the song should so correspond to the mood; for some SUbjects
the neumes are serious; for peaceful, cheerful, happy moods they are jub-
ilant, etc. Again, we often place hard or sharp accent over the tones
sinc e we desire to emphasize some tones more than others. ill emphasis
can often be produced by repetition. Further, in the manner of running
horses, the tones should always approach the end of a phrase more Sl~lly
as if they were becoming tired, very Sl~lly coming to a stop. ~\n example
for this thing could often or rarely have given notes set together.
Lany times the tones blend with ml0ther, so that the begil1.l1ing
attack of the one tone runs easily into the other, without seeming to
I
end. 1'0 indicate this flowing together we place a point over the tones
IThe meaning here is that one sh ould allo'w one tone to glide into
or all too often.
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levavi 1
DE
te
G
Ad
it one omits the notation. However slurring it often is more pleasing.
But vtlen one wishes to give the tone more fullness without slurring
spotting it in the following manner:
But all that we have ;nentioned up to here happens either all too rarely
1
Cod. 14663 gives the example, as it is shawn in the autographic
forward. The letters erDE on Had tell seem to have been given incorrectly.
notices that it could really be done.
the other wi thout attack so delicately that ani" scarcely notices that the
first tone has gone, that the sound goes on and does not seem to end.
When one sings, for example Dc CF, one should slide on the syllable tlad ll
ad te
from the D to c so lightly that it seems one has only sung Del", one
ad te
I,·i!
[
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CHAPTER XVI
!,
I·
,i\
fJ~
fi~._-----------------------------------
CONCEmUNG THE VARIA'.rIOIJS OF TIE TONES AIm TOl-rE GROUPS
One wonders how so many differing songs can be build from so fevi
tones since,as has already been said, they may be united vuth each other
only in six intervals both in descending and in ascending. The syllables
with few letters were built, but not in exceedingly great number; the
number of syllables, to be sure, can be fi~ured but an unending nu~ber of
the speaking divisions comes from these syllables. For example, in the
art of verse, many types of verse can be formed from the limited number
of different feet; the poet places the same thing differently with many
alterations; as for example, the hexameter vffiich the grammarians like to
classify according to which metric form it belongs. When possible we
wish to consider the manner in which the ~.rlous neumes are allowed to
1
be combined. As has been said the movement of the tones can only occur
in six different inter-vals through ttarsis tt and "thesis,ll that is, through
ascendiUf and descending.
ThrouV1 this double movement, namely through arsis and thesis each
neum will be built, except the repeating 8.nd the sinGle
IThe following: is of special interest as we oote.in here an exact
look at the nature of the neum, and can learn at the same time how the
ancients tried to give an account in the smallest detail, of the construc-
tion of a melody,II"~otus Yocum, II or "movement of the tones,1t or exactly,
"movement of the voice," that is, that in the first place, only the voice
must move in the construction of the neum of the tones beinE; fashioned.
In general the voice moves in pure performed choral singing only in six
ways -- in the six different steps, namely in the interval-steps of the
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---1-------8---1
But dis similari ty is present when one has
(1 ) Arsis with arsis; 1: •• ,rising with ri sing: • • ••
(2) Falling with fall ing -:!!: • • i ~-. •
(3 ) I-lising with falling ~ • • , ••• •
.- I(4) Falling ,vi th rising ~ • • • •
So then one unites arsis (risinc:) and thesis (falling) wi fu1
t ' "d""'" t 3some lLl8S In lSSlllll_arl y.
themselves, that is, rising 'with rising: and falling with falling; then
neums.
3 Ihe above-mentioned four-fold relationship can be diffel'ent, as it
occurs in similar and dissimilar cases alike. It ".rill be shown, as dis-
similar, in the following, when one motion has several tones, as the
other has either more connected or more separate tones, that is, making
one small or large interval step, for example:
2 The combinations of the neum can therefore be seen as a fourfold one:
1
For a single tone one obserws the "Punctum" (.), the "Virga" (J.)
and the'!Apostrophus li (I) so in the double or triple repetition in unison:
Bipunctu~ ( •• ); Bivirga (11) Bistraphus (It) or tripunctus ( ••• ), tri-
v~rga (Ill) or tristropus (lIt). By then the movement of the voice is
neither do,vn nor up.
small and large second, small and large third, fourth and fifth, which,
as was taug~1t before, can occur in chor8.ls. But aside from this, that is,
from the greater of the tone-steps, the voice can move only in two ways,
namely up or dovm (arsi s and thesis), so that each neum, each tonal re-
lationship appears as an arsis or thesis except in case of repetition
which represents a single tone. The sim~)lest form of an arsis is the
l'odatus cI , of the thesis, the clivis '1 •
uniting one wi th the othe 1', the.t is, risin~ ,vi th falling, and falling
2
v.ri th rising; the uniting number happens sometimes in sim.ilari ty or
j,
Ul _
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According to this si.milarit;y 'would be shown only: same mUJlber of tones
and like number of intervals therefore; where each is a large second.
.' .~•
•
I. flac ing of similar groups:
~ • •• • :- ~lI- e • • •• • •
A. ;using with E. Falling C. fusing D. Falling
rising vri th with with
falling falling rising
;r:R •• •• ·I---t·--·--·_·--I;-....·---·__·_....l..~--11
1
one more or less tones than the other, or more united or moving .Jones,
in the forffiQentioned movement, that is, the large and small second steps,
1
The interp1.Ulctuation in the text here is neglected. Clearly a new
sentence begins here, in which in general, that is, the relation of the
similari ty and dissimilarity will be perfonned in me re sp3 cific cases.
third steps, etc. Now the uniting of the dissimilar or the similar may
2
be placed so that one roovewBnt can be: placed over the other that is,
2praeposi tus, "vorgesetzt, ubergesetzt, It (as aufscher, vorsteher, etc,)
in the range) is here to take up the topic that will be shO'wn in adjoin-
ing explanation, "in superioribus positus. lf This is called also by Eothy
(calliopes legale (52), 11Praeposita secondo du intensione, cia E! di sopra
posita," that is, praeposita in ascending ple.ced above it. Here it means
the same, that the second group stands higher than the first, not the
other way around, that also it agrees with the other, that by the progress-
i ve movement of the song only the last is allowed to agree with what has
preceded it. This motion above (motus pI'aepositus) can for the re:naining,
by each of the four methods of combir~tion of the arsis and thesis, even
by the combir~tion of similar and dissimilar, and for the last one may
deduce three discriminations: (a) according to high or low (secundum
laxatio:r..is et acuminis). (b) according to number of the tones (augmenti
et detrimenti). (c) according to the different kind of intervals, that
~s, large and ~lall seconds, thirds, etc., that come in application
(modorum varias qualitates).
il.
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1
standing in the high tones; placed under; placed on the sante tone, that
H. Falling
with
rising
G. J{ising
VJith
falling
F. Falling
with
falling
E. Rising
with
rising
2. :i'Jumber of tones:
f¥.! •• ·3 • • • • I • ~• • • • • • • •-.
I. K. L. ~JI.
itS • 1 l I• • • • -. • •• • t • • • " •
2
example:For
~.. •iIJ-.-I.......--·---!!·~~II-!-.-1.__._.!!!.!.....-.j-.-I•.-.-.....!.~.-
II Of dissin~lar groups:
1. Highe l' above the low
In this way one obtains 16 different ways of motion.
lnSuPPositus~' " ill1terstellig,U placed under, -- is the opposite of
the pre'lious. (Subpos ita secondo la r01aiss ione cio e di sotto posita)
Hothy Calliop. (52): For example:
~ ....... § •• 1- ... '" .~ •• -1
Also here 16 combilmtions are referred to.
is, so that the close of one movement and the beginning of another may
2
fall upon the same tone; placed between, that is, when one movement is
I
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1
placed within the other interval and not as low and high; mixed, that
is, parts be~veen, parts under or over, placed on the same tone. And
again these divisions of the various qualities of the higlmess and lovmess:
3
the increase and decrease, and also the kind of intervals could be
4
analyzed.
1
For example:
r---t-..-_---I---=-=---.-...l---,.=-Fj----=.=--··I----L--L
with 16 different combinations as before.
2
Unlike, concerning the high or low position, that is, compass of
one movement is greater than the other. For example:
riere the first movement embraces a fifth, the second, a third. This would
be, therefore, a motion above, of arising with falling in dissimilar
movement relative to the Iihighnessll and t11ovmess.1I
3
Unlike, in increase and decrease, that is, that one movement embraces
more tones than the other, for e~~ple:
~~.-~-""'.--".f--"';;I.-"""
The first movement has two tones, the last three. This is therefo re a
relationship -- phwed between, of' rising: and fall, in dissimilar motion
of increase and decrease in number of tones.
4
Unlike in kinds of intervals, that is, that the t\'J'o movements of the
same compass, are executed wi th different kinds of intervals. Yor example:
~-_._""'._-_.~...r-----
Both movements are steps of seconds, 'but the first is a large second, the
second a small.
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The neumes are allowed to var;y- through all forms of the rising and
falling; the phrnses sometimes vary. On this subject we add the following
swr.mary which vJill be more easily re<nembered through contemplation of
the reI a ti onship. 1
,.
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One sees vJith what detailed accuracy the ancients tried to bring
through the way~ of tonal art in all directions. That by such exag-
gerated profundity a great number of' systems has been built, more often
resulting in confusion than in cla:ri ty. Also, over the various subjects
the authors are not completely consistent, as one may see by a comparison
of the competent discussions of Ariba Scholasticus (C'erbert, Script.II,
p. 227), Johannes Cotto, (Gerbert, Script. II, p. 263.), Johannes de
"uris (Caussemakar, Script. II, p. 296), the treatises from the manus-
cripts of Cassino and the library of :.iailand (Caussemakar, l'histoire de
l'harIT~nie, p. 175). nothy's Calliopen legale (Caussemakar, p. 295,
Cace. Thrg. 1874).
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C[1j~PTEH XVII
CONCERNING I"jATERIAL li() R SONGS
tiince the foregoing material has been impressed upon you in brief,
we wish to explain to you one other ve~y easily understood subject which
is ve~J useful for practical use, since it has not been given recognit-
ion until here. Through the srune methods, the foundation of all melodies
will be easily understood, so you can turn them to your own use, that
you may use what is fitting, and turn back what appears to you unsuit-
able. Consider therefore that since all which can be spoken can be
written, so also all that is in songs will need to have had the pmver
to have been~Titten. According to this all can be sung, that can be
spoken; but the writings will be presented throug).1 letters. Our instruc-
tion shows, though not complete, that we take from these letters only the
five vovrels without vrhich no other letters, no syllables, 'would find
any sound; a pleasant sOlIDding-together at different places will appear
by soundin~ together corresponding verses of metrical poetry, so one
must marvel at a certain si~ilar harmonic euphony of grarmnatical form.
Vihen I've add the ill usic in corresponding manne r, one feels the euphony
pouring forth even more through the doubled l~rmonic sound.
Vie wish to take these five vowels; perhaps because the words have
so much euphoney they vdll offer no less to the sonrs and the neumes.
The ro,r;s of vowels will be set along the letters of the monochord, and
because there are only five, they will be often repeated ill1til by each
tone is assigned its vowel, in the following manner:
-----------_._._-~_.,-'~._- ,
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ABC D E F G
aei ouaei
a1-cdefg
o u a e i 0 u
By this arrangement one reflects that all speech moves in these five
letters, also undoubtedly the five tones under one another must change.
The refore we take a sentence and sing these syllables wi th the applica-
tion of tl~t tone to which the vowel points at each syllable in the fol-
accomplished with every other. lii th this no great strain 'will be im-
1
iXhat has been accomplished 'with this sentence can without doubt be
• .. •• • J
•• • • •••• jfJ•• •••
•
•
Q. G
F
c
f r Fe F6-f- IE
D 0 0 D D £> 0eo c G
J""O,,"H II E.s 1'14' if,+ 0 rt "'" 1'1 -i"~IlU.1'\ C..pllU A1c-1 IALo d'd. fV 5 CJ"/~Jte.
lowing manne r :
<;. t,&.....----------------E....-n-~i_-------------­
r 0 11..------t------------fi-------i=--.....f"---------+------
E ..t."-,-----------f::- -------I.~-----.g...-----
D~ D
Co a; e
SIiNe-te.
posed upon you, for in this manner one of these melodies uses scarcely
five tones and these five, as one could wish, offer no possibility' of
violation, so I offer that JTou may have somewhat more free play. A
second vowel series, which differs from the first in that the first
f
"I
L _
vowels begin at the third place, in the following manner:
1By this example the vowels are placed differently than those g-i ven
above, where the voV'rel 0 fell on the tone C, where the vowel a is set on
tone C. So that thL,; arrangement is a completely arbitrary one and is
followed by everyone, it is laid upon'the Hand. But so that one may do
it well, the vowel of the last syllable is placed on that tone which has
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A B C D E F G a~c d e f g a k:> ""1 c d
a e i o u a e i 0 u a e i 0 u a Jz....7V c d
0 u a e i o u a e i o u a e i a e i 0
0 u a e
Here sufficient free play is permitted, with the tvlO tones placed
under, in Tmich the five vowels are contained, so that each tone is sep-
.;:
,j
I
I'
~_--...---
arated from one vowel by more than a second, so that in narrow tone-
steps, one can progress and exchange at his inclination.
ITe will wish to see which melody the corresponding verses bring with
1
its vowels in this way:
been chosen as gound tone, tonic, of the whole, as also here the choice
seems to be the tone D at the closing, e in "canerelt chosen as the vowel.
The whole thing appears at first glance to be unworthy of playing, and
one wonders ·with right that Guido, the first artist, after his detailed
arrangements in Chapter XV and XVI should trouble himself 'with such
foolishness. One must consider that Guido 8.bove all, whatever it cost,
brought to his students in the most rapid possible nanner no hindrance
in practical grasping, he re in this case with the aim to bring his stud-
ents, in the shortest possible way, to independent composition of songs.
The method given here should. only serve to come to their aid in their
first awh.'\/vardness and helplessness, and to be a beginning and an ending
for the free flight of their musical fantasy, but in no way to be a ser-
ious intended rule for the art of composi tion. He has said above that
such a melody should serve only as a certalll basis, from which one could
accept and transpose what seerned good to him; and he gives in the follow-
ing more directions, Yillereby greater elbow-room has been achieved for
the fantasy and through correction and revision in all artistic, finished
songs could be procured. Cod. Mon. 14633 has this example v{ ri tten on
the side in another rranner.
1Here the vmqel stands correctly, as in the series before. The clos-
ing vovrel i a (hauriat) falls on G, which tone will be therefore ground-
tone of the melody.
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Ge have only abandoned our rule 'Where the melody corresponds to
, i.
more than its four keys. In each song in this 'way a more or less suitable
melody is appropriated through the vowels so there is no doubt that the
same one will be completely corresponding when one takes the preferred
from the many attempts, chooses the mos t pleasing way-, f'i lls up the
cracks, enlarges the group, has them all moving together, and divides
those standinp; close so that one gets the most highly unified vfOrk pos-
sible.
You must kn~l that each song achieves beauty by virtue of its clear
i!
I I
" !
syllables. The more it is employed, and that at the beginning each one
pleases only a little. Later when it is polished throut;h practice, as
, I with a file, it will be praised like the differences in the people's
, ,
I
,j:
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1
\'I' ,
71
frarne of mind. ·'.hen one of them has a mishap, one covetously seizes
something from the other and the one finds ~ore misfortunes in rugged
opposition. This shows the sensitive features of unity and softness:
those of serious character comprehend simple songs; another turns natur-
ally to complicated, strange, artificie.l songs. The on8 performs that
song well, for he finds in it the inbred character of his spirit. This
can.not all seem stranbe to you when you consider the subject in its
practical use. Above all, it is necessary to help one's self to such
imtructions, so long as one first knovfs the divisions, to progress to
the fullness of knowledge. Because this foreset brevity has been im-
posed on me these subjects follow in more detail, particula.rly with re-
ference to the many people vmo are allowed to wri te. ~{e ....yi sh novr to put
forth in brief the rules of diaphony.
CHAPTER A'Vl I I
CONCEPJUNG 'I.BE DIAPHONY, OF THE RULES OF ORCAEUE
Diaphonie means that division of tones that we call organum, tones
sung together but divided from one another, sounding as different tones,
and differing in sound thoug}1 sung: together. In diaphony the singers
al'ways accomre.ny at the fourth, as it to D. ..nen one doubles the org-
anum at the high a, so that it is D, a tilen sounds A to D as fourth,
A to a octave, but D to bott A and a as founh (DA) and fifth (Ds,) i
but the hi@'l a to the low tones as fifth (aD) and octave (Aa). NoV'!
these three kinds of intervals blend the parts of the organura with such
loveliness that, as the earlier SOl.1.gs will sh<YN, they create a similarity
animent in the fourth, which is generally called IIOr['amun beneath the
diaphony an example fo llows:
of the tone series which will be called the tone relationships, while the
CDS D D C
Deus
C C B AE C D E D C
J:/isere mei
r< "v J)
F G a F' GaG F F FED C E' GaG G FFifth:
Fourth :
This faultless figure has an important tonal line (cantus finnus)
Oc tave : c dec d e dec c 1- a g c d e d d c
that of the antiphone'l-nisere mei Deus, II in which tones stand in accomp-
term f1 symphonie" will be applied to each song. Yrom the afore mentioned
"1' :, ,,
! ;
voice," that is, under; the high tones standi:1.g above-accompaniment in
the fifth, is what is called"Organum above the voice.1! But this anti-
phone belone;s to the "tonus tr~, II that is, the sixth key and the
I
I
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orga.;.'Hun descends to the low C, to which the organum sometimes returns;
tha t is, the low tones climb dovmvro.rds, the high tone s upwards. One
can also double the son[~ at the octave with the organum, and the orgamun
viith the song:, as much as one chooses, for this sounding to geth er also
sho....,s the melodies vrill con tinually fi t.
Having already explained sufficiently the duplication of the
voices we may treat :nore particularly of our method of dealing with
the low (or organal) voice. The above-mentioned aspect of diaphonie is
difficult, the other easy. '1'0 itwe do not aHO'l1 the small second and
the fifth; but we employ the large second and the s:"113.11 third and the
fourth; the small third is the least importB.l1.t place; t he fourth has
precedence.
The songs will be accompanied with these four COlillonances in the
101ver voice. Some melody-turnings are well qualified, others more so,
and others most qualified. Those qualified are those waich build me
organu."U through the fourth 'wi th tones which stand four tones from one
another, as the deuterus in B and E. 1,1ore qualified are those Vlhi ch
accompany not only with the fourth but with the third and second tones,
through the large second and small third, as tile Fratus in D and A.
But t~ose are most qualified vmich are done ,nth more pleasing sounds,
1
as the Tetrardus and ffritus in C l~ and G.
2
These use particularly
IBut if the son~ moves from Ii' down throuf;h E and D, then the organum
must, according to the rule of the ancients go down in fourths from C to
B (II) and A. But we do not subscribe to this; many times the C can stay,
forming a fourth with F, a large third with the 3 and a large second 'with
the D. This happens but in pieces in the 5,6 (tritus) and 7,8 (tet-
rardus) keys.
21lThese" refers to the preceding letters, C, F, G, therefore the
;1~!
1 ' ~
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1
the la rge second and the la rge th i rd and t ..~ e fourth. In the third key,
on the C10SDlg of a phrase or next to the closing, the accompanying
voice below never goes below the cantus finnus itself. If the third
tone is C, the lowest or the next to lowest tone the orgam.1.m never can
2
go belrn~ it. But when the cantus firmus is lower than the third P,
the organum is held in suspense on the third tone; but it is then re-
qui red that the important voice (the cantus firmus) does not :rre.ke a
cadence below, but come back in rapidly moving tones from below to the
1,'Jai ting third tone. Thus, one prevents the higher tones of the orgallUL'1
closing before the C f. In this sarlle key if the returning is furo ugh a
large second, the pau.se at the closing will be longer, vJhereby the 101;',er
3
voice repeats in part, is unison in part. The large third caused l:r.f
the returning of the cantus fi rruus above the organum ,vi 11 be held even
longer. Often the suspension of the tones will be so small that the
4
returning of the C f tones will not be mis sed. ;;hen that hapP6ll1s one
keys, tetrardus and tritus.
lH.efers to forementioned key relatio::lship: protus, deuterus, tritus,
tetrardus. Tritus is referred to here, which has been previously explained
(Chapter X), but the tones C and F will be indicated in the following
chapters al so as tri tus.
2'1'he last t\i'fO sentences a re only a repetition demonstrating; the fore-
going: sentenc es. Only when the "nauptstimme II (c f) maJ::es a cade"ce on a
low tone can the accompanying voice go below C••• (see ChapterXIA , ex. 7).
3See example 9 at close of Chapter XIX, also example 4.
4This place is unclear; also the given example 5 (Chapter '~ax) is
not understandable.
3me more the cantus firmus
4'1'he V and VI mode; the Lydian authentic and plagal modes.
3 -. 1 9 h t XI-X.0ee examp e , c ap er
23, 1 2 ' t '"IXee exmap e , cnap er A •
1See e~an~le 6, chapter XIX. The A in the organ~~ is below the
tritus C, the forbidden descent for this is in ~~de I.
place. It has not been favored particularly by Gregory, vlhich is unjust.
its place in the organum. That occurs then, vmen either the song
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tone) of the song of the organum. But when (b)moll comes before in the
4
song, then F is the orga.n.um. l~ccording to this we see that the tritus
But when the song does not end in G, F is used, as the haupttone (~Ain
G and a then, at the suitable place the tone 1" is used as accompa.niment.
2
rises, that C to the F and D to G and E to f are joined, etc. Finally,
'" (m tural); in cadences in which that 1- appears, the tone G takes
climbs dOV'ffi to F or further, moves down to, or Ti18.kes a cadence on G; to
the fourth serves as accompaniment to all tones with the excepti on of
which takes so very much precedence in the diaphony, maintains the first
that the accompanying voice clinJ1:s also
(haupttone) basic tone of the organum in Frotus, wi th the lower tones
1follovling. and retur-.a.ing.: through a wholetone to the end. Further, it is
not to best advantage to deviate more tb;.1 one fourth. It is necessary
ends the harmony in deuterus; and -y1rhen it does not happen the song
climbs do,m furt:ner than the third step, it vfill be g;ood to maintain the
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IvIany begirmings of melodies and most repercussions he arranged so that
1
if one took away the tritus from his songs on E and C, nearly half the
song would be removed. The rules of dia phony are @;iven up to here; if
one examines the following example closely one Von. 11 understand more
fully.
lShould read F, the pieces in the V and VI modes on F (Lydian) and
in the transposition on c.
, ,
Cadus firmus
E D C
1C C C
Organum,
Accompan
F F G G F ~ D E F
ip se so li
C C D D C C C C C
FFEDFGF(cf)
Ipsi me to fa
C C C C CDC
Organum
F G GaG G F (c f)
ser YO fi dam
C D D E D D C
Organum
CWSER EXAI'iJINATION OF TEIE EEN'rIONED DIAPHONY, WITH EXAl-iLPLES
One sees here a closing cadence on the tritus C, under which we will
CHAPTEB. XIX
Here one sees another closing cadence on the tritus F, for we accom-
We do not let the organum go under the tritus; it must close in this
2Coming together at the end.
IThis example in lliode I
pany with fourth> in the interval of four tones, and here the e.ccompani-
is not a Hawed. E'or example:
first. For example:
ment in fourths is better suited than the Occursus. For example:
not let the organum go. It can not go below C because it would not form
2
a large third in coming up to C, through which the Occursus alone is
allowed. But only a small third would result through which the Occursus
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F D .t E D C
puteuIrl
C F ii' F F F
C D
E D
a G
super
E DC D
F G
D FEe
prudentiae
C C C C
G F
sedit
D C
F G G G F
F F F F F
c
Fa a
hora
E E
F G
Sexta
C D
FDF CDD C
ad a viendum nos
C C C C CAe
Organum
CDC F ¥ F F D E (c f)
Ho mo erat in Jherusalem
C C C C C C C C C C D E
(c f)
C F
Veni
C C
Organum
(a)
I1'hat is, if the c f in the first case (a) would have been changed
the closing cadence: (Mode VI).
(b) or Ii' Ii' E D E
ire rosa lem
D D D D E
Note the ort-::anum climbs up, in order that it may remain ',mdar the c f at
tw~en up, when it is called: viain prudentiae, similar in the follmfing
cadence at A) has D placed underneath; after it the lmv range C is again
cadences:
in a lower range than the tritus C. The tone A at the closing (the
Note here a cadence on the first one A. In this cadence the tone is
This would be therefore a cadence in deuterus E, by which an Occursus
1
through the large third either singly or all the way through: F01' example:
through a whole step at the close. For example ~
Note another cadence of the same kind on the t ritus P. For example:
F F F F' E G F E D D D(c f)
De va ti a ne com mit to
C C C C C D C C C C D
Hate another cadence on the Protus D, which also shows an Occursus
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8th example:
(c f)F F G G F F D D C F G a G F G F' Ii' v D C
""
Santa hora sedit super puteum
F F F F' F F F F F F F P F F }l F Ii' li' F F
Note h~{ the organtuu held as the c f is permitted the deeper tones on
the tri tUB to keep ~~e balance.
9th example:
II
1
(0 r)c c d d cae
Victor asoendit coelis
Organum G G a a G G G G
c a
unde
G F
G F G G
descendet
1" F F G
One notes the accompanying voie e bu:ilds to the olos ing F; thus dis-
guising the unison ending.
10th example: Here one finds the plag;e.l tri tUB, that tile accompaniment
is built to c. d, and even /:J • as to G and a, the toue 1:', in the fol-
lowing manner:
d d d d d / f)c c e c c ~c
Ve ni te a do re mus
c c c c c c c b P c accompaniment
. organum
as in b, to FED E
C C D E
a large t~ird would m. ve ocourred.
IGerbert wri tes t . but it should be b •
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CHAPTER xx:
CONCERNING TEE IIflfEIHIOlIJ OF MUS Ie FROM TH8 BUX.-S OF A HA1':[;lli:R
Yi'e have so far said nothing about the origin of music, and Vie found
most readers ve1"J little instructed; but we wi sh to impart the proficiency
and improvement in the knowledge of' music. Before our age there were
not completely understood instruments, and a mixture of singers, who
only blindly practiced this art; for no men explained the difference
bet,'leen the tones, and no one set forth the difference in consonant
intervals, in a demonstration of' a system. Also, neve-~~ had any man
investigated anything definite about this art, until the godly Bishop
had gi ven a suggestion fbI' the follOWing occurrencES.
Once a certain Pythagoras, a great philosopher, made a fortuitous
trip, came to a work-city where five ha'1uuers beat upon an anvil. Aston-
ished at the pleasant sounds the philosopher stepped up and there he
firs·t conjectured as to the caUSe of the tones and decided thir harmony
lay in the dif ferenc e in the hands, so he let th e h8.'l1me rs change. After
this happened, each ha~ner foll~!ed his action. He separated there the dis-
sonances from the other and weighed the rest; and in a wonderful v~y
thrDugh divine providence, the first one weighed 1xfelv8, the second nine,
the third, eight, the fourth six, units of same weight. He knew from
this that the knowledge of mus ic rested on the relationship and the resem-
blance of numbers. Be placed the same mutual relationship be~~een the
four hammers, as We nmq put be~,een the four letters (tones) A D E a.
Then the low A corresponds to the number twelve, and the high a to the
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number six, the high a stands to the l~[ A in a ratio, which in arithmet-
ic is double -- but in music represents the consonance -- the octave.
The low D, which corresponds to the nuniber nine, stands in ratio to the
low E, eight in the ratio, which in arithmetic is represented as ~qui-
vitava (8:9) that is, one and an eighth, but in music will be sh~;n as
consonance, the whole tone. The same way, the high a to the low E, the
low D to the low A is in the ratio, vmich in arithmetic is sesquitertia
(3:4), but in music will be represented as the fourth. In the same 1~y,
the hi[h a to the lovv D, the low E to the lov; A is in the ratio, which
is called in arithmetic sesquialterc\ (2:3), and in music consonance the
fifth. Then A equals 12, and D equals nine is divided by three, so A
contains in tvlelve, four times three, and D in 9, three times three.
Further, A equals tw-elve, and E equals eight is divided by four, so A
contains three times four, E ~vo times four and the fifth appears.
Then ag;ain A equals twelve 8.l1.d the other a eque.ls six, so six is half of
~Nelve, as the high a vall be auhieved through halvint the other A.
The octave is therefore produced. So A makes with D a fourth, with E the
fifth, with the other a the octave. D sounds to E as a "mole tone; to the
bm Aa as fourth (DA) and fifth (Da). The E fOl~S with Da whole step,
vrith both 11.8., a fifth (i!:..<\.) and a fourth (Ea.); the high a sounds to A as
an octave, to D as fifth, to E as fourth. Then all will be found by the
curious investigator in the figures given above. From this Boethius, ex-
tender of this art, has gone on, showing the many-sided wonderful and
exact comparison of this art to the relationship of numbers. With the
above-g~ven number-ratios, ?ythagorus first constructed the monochord,
which not because of frivolous playing but because of its industry, is
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given a clear place in art. This pleases all teachers usually, Who
haye
round the art, taken up little by little to the present day and invig
or-
ated under their guidance, Who have li€;hted the darkness or human k
nowledge,
whose highestwisdo!il endures through eternity. Amen.
So ends the ~,Iicrolog;us, that is J ShOl't handbook of music J written by
Eerr Guido J the learned ri).usician and holy monk.
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